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NOTE ON SYMBOLS

I mAvE found it convenient, especially in Appendix A, to use the
symbol < following a date, to indicate an uncertain date not earlier
than that named, and the symbol > followed by a date, to indicate
an uncertain date not later than that named. Thus 1903 <> 23
would indicate the composition date of any part of this book. I have
sometimes placed the date of a play in italics, where it was desirable
to indicate the date of production rather than publication.






XIX
STAGING AT COURT

[Bibliographical Note.—Of the dissertations named in the note to ch. xviii,
T. S. Graves, The Court and the London Theatres (1913), is perhaps the
most valuable for the subject of the present chapter, which was mainly
written before it reached me. A general account of the Italian drama of
the Renaissance is in W. Creizenach, Geschichte des neueyen Dyamas, vol. ii
(1901). Full details for Ferrara and Mantua are given by A. D’Ancona,
Origini del Teatro Italiano (1891), of which App. II is a special study of
Il Teatro Mant. nel lo xvi. F. Neri, La Tragedia italiana del
Cinquecento (1904), E. Gardner, Dukes and Poets at Ferrara (1904), and
The King of Court Poets (1906), W. Smith, The Commedia dell’ Arte (1912),
are also useful. Special works on staging are E. Flechsig, Die Dekora-
tionen der modernen Biihne in Italien (1894), and G. Ferrari, La Scenografia
(1902). The Terence engravings are described by M. Herrmann, For-
schungen zur deutschen Theatergeschichte des Mattelalters und der Renaissance
(1914). Of contemporary Italian treatises, the unprinted Spectacula of
Pellegrino Prisciano isin Cod. Est. lat. d. x. 1, 6 (cf. G. Bertoni, La Biblioteca
Estense, 13), and of L. de Sommi’s Dialoghi in materia di rappresentazione
scemsca (c. 1565) a part only is in L. Rasi, I Comici italiani (1897), i. 107.
The first complete edition of S. Serlio, Architettura (1551), contains Bk. n,
on Perspettiva ; the English translation was published by R. Peake (1611) ;

* extracts are in App. G ; a biography is L. Charvet, Sébastien Serlio (1869).
Later are L. Sirigatti, La pratica di prospetisva (1596), A. Ingegneri, Della
poesia rappresentativa e del modo dv rappresentare le favole scemiche (1598),
and N. Sabbatini, Pratica di fabricar scene e macchine ne' Teatri (1638).

For France, E. Rigal, Le Thédtre de la Renaissance and Le Thédtre au
xviie sidcle avant Corneille, both in L. Petit de Julleville, Hist. de la Langue
et de la Litt. Frangaises (1897), iii. 261, iv. 186, and the same writer’s
Le Thédtre Frangais avant la Période Classique (1901), may be supplemented
by a series of studies in Revue d’Histoire Littévaire de la France—P. Toldo,
La Comédie Frangaise de la Renaissance (1897-1900, iv. 336; V. 220, §54;
vi. §71; vii. 263), G. Lanson, Efudes sur les Origines de la Tragédie Classique
en Fyance (1903, x. 177, 413) and L’Idée de la Tragédie en France avant
Jodelle (1904, xi. 541), E. Rigal, La Mise en Scéne dans les Tragédies du
xvi® sidcle (1905, xii. 1, 203), J. Haraszti, La Comédie Frangaise de la
Renaissance et la Scéne (1909, xvi. 285); also G. Lanson, Note sur un
Passage de Vitruve, in Revue de la Renaissance (1904), 72. Less important
is E. Lintilhac, Hist. Généyale du Thédtre en Frygnce (1904—9, in progress).
G. Bapst, Essai sur I'Histoire du Thédtre (1893), and D. C. Stuart, Stage
Decoration and the Unity of Place in France in the Seventeenth Century
(1913, M. P. x. 393), deal with staging, for which the chief material is
E. Dacier, La Mise en Scéne & Paris au xvii¢ sidcle : Mémoire de L. Mahelot
et M. Laurent in Mémoires de la Soc. de I’ Hist. de Paris et de ¥ Ile-de-France,
xxviii (1901), 105. An edition by H. C. Lancaster (1920) adds Mahelot’s

designs.]

WE come now to the problems, reserved from treatment
in the foregoing chapter, of scenic background. What sort
of setting did the types of theatre described afford for the

22293 B




2 " THE PLAY-HOUSES

plots, often complicated, and the range of incident, so extra-
ordinarily wide, which we find in Elizabethan drama? No
subject in literary history has been more often or more
minutely discussed, during the quartet of a century since
the Swan drawing was discovered, and much valuable spade-
work has been done, not merely in the collecting and mar-
shalling of external evidence, but also in the interpretation
of this in the light of an analysis of the action of plays and of
the stage-directions by which these are accompanied.! Some
points have emerged clearly enough; and if on others there
1s still room for controversy, this may be partly due to the
. fact that external and internal evidence, when put together,
have proved inadequate, and partly also to certain defects
of method into which some of the researchers have fallen.
To start from the assumption of a ‘typical Shakespearian
stage ' is not perhaps the best way of approaching an investiga-
tion which covers the practices of thirty or forty playing
companies, in a score of theatres, over a period of not much
less than a century. It is true that, in view of the constant
shifting of companies and their plays from one theatre to
another, some °‘standardization of effects’, in Mr. Archer’s
phrase, may at any one date be taken for granted.? But
analogous effects can be produced by very different arrange-
ments, and even apart from the obvious probability that the
structural divergences between public and private theatres
led to corresponding divergences in the systems of setting
adopted, it is hardly safe to neglect the possibility of a con-
siderable evolution in the capacities of stage management
between 1558 and 1642, or even between 1576 and 1616..
At any rate a historical treatment will be well advised to
follow the historical method. The scope of the inquiry,
moreover, must be wide enough to cover performances at
Court, as well as those on the regular stage, since the plays
used for both purposes were undoubtedly the same. Nor
can Elizabethan Court performances, in their turn, be properly
considered, except in the perspective afforded by a short
preliminary survey of the earlier developments of the art
of scenic representation at other Renaissance Courts.

The stery begins with the study of Vitruvius in the latter
part of the fifteenth century by the architect Alberti and
others, which led scholars to realize that the tragedies of the
pseudo-Seneca and the comedies of Terence and the recently
discovered Plautus had been not merely recited, but acted
much in the fashion already familiar in contemporary ludi of

1 Cf. ch. xxii. * Quarterly Review (April 1908), 446,



STAGING AT COURT 3

the miracle-play type.! The next step was, naturally, to
act them, in the original or in translations. Alberti planned
a theatrum in the Vatican for Nicholas V, but the three
immediate successors of Nicholas were not humanists, and it
is not until the papacy of Innocent VIII that we hear of
classical performances at Rome by the pupils of Pomponius
Laetus. One of these was Tommaso Inghirami, who became
a cardinal, without escaping the nickname of Phaedra from
the part he had played in Hippolytus. This, as well as at
least one comedy, had already been given before the publica-
tion (c. 1484-92) of an edition of Vitruvius by Sulpicius
Verulanus, with an epistle addressed by the editor to Cardinal
Raffaelle Riario, as a notable patron of the revived art.
Sulpicius is allusive rather than descriptive, but we hear of
a fair adorned stage, 5 ft. high, for the tragedy in the forum,
of a second performance in the Castle of St. Angelo, and
a third in Riario’s house, where the audience sat under
umbracula, and of the ‘picturatac scenae facies’, which
the cardinal provided for a comedy by the Pomponiani.?

! A copy at Berlin of the Strassburg Terence of 1496 has the manuscript
note to the engraving of the Theatrum, ‘ ein offen stat der weltlichkeit
da man zu sicht, ubi fiant chorei, ludi et de alyys leutitatibus, sicut nos
facimus oster spill’ (Herrmann, 300). Leo Battista Alberti’s De Re Edifi-
catoria was written about 1451 and printed in 1485. Vitruvius, De Archs-
tectura, v. 3-9, deals with the theatre. The essential passage on the scene
is v. 6, 8-9 ‘Ipsae autem scenae suas habent rationes explicitas 1ta, ut1
mediae valvae ornatus habeant aulae regiae, dextra ac sinistra hospitaha,
secundum autem spatia ad ornatus comparata, quae loca Graeci meptdxrous
dicunt ab eo, quod machinae sunt 1n his locis versatiles trigonoe habentes
singulares species ornationis, quae, cum aut fabularum mutationes sunt
futurae seu deorum adventus, cum tonitribus repentinis [ea) versentur
mutentque speciem ornationis in frontes. secundum ea loca versurae
sunt procurrentes, quae efficiunt una a foro, altera a peregre aditus in
scaenam. genera autem sunt scaenarum tria: unum quod dicitur tragicum,
alterum comicum, tertium satyricum. horum autem ornatus sunt inter
se dissimili disparique ratione, quiod tragicae deformantur columnis et
fastigiis et signis reliquisque regalibus rebus ; comicae autem aedificiorum
privatorum et maenianorum habent speciem prospectusque fenestris disposi-
tos imitatione, communium aedificiorum rationibus ; satyricae vero ornan-
tur arboribus, speluncis, montibus reliquisque agrestibus rebus 1n topeodis
speciem deformati’; cf. G. Lanson, in Revue de la Renaissance (1904), 72.

* ‘ Tu enim primus Tragoediae . . . in medio foro pulpitum ad quinque
pedum ealtitudinem erectum pulcherrime exornasti: eamdemque, post-
quam in Hadriani mole . . . est acta, rursus intra tuos penates, tamquam
in media Circi cavea, toto consessu umbraculis tecto, admisso populo et
pluribus tui ordinis spectatoribus honorifice excepisti. Tu etiam primus
picturatae scenae faciem, quum Pomponiani combdediam agerent, nostro
saeculo ostendisti ' ; cf. Marcantonius Sabellicus, Vita Pomponii (Op. 1502,
f. s5), ‘ Pari studio veterum spectandi consuetudinem desuetae civitati
restituit, primorum Antistitum atriis suo theatro usus, in quibus Plauti,
Terentii, recentiorum etiam quaedam agerentur fabulae, quas 1pse honestos
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Performances continued after the death of Pomponius in 1597,
but we get no more scenic details, and when the Menaechms
was given at the.wedding of Alfonso d'Este and Lucrezia
Borgia in 1502 it is noted that ‘non gli era scena alcuna,
perche¢ la camera non era capace’.l It is not until 1513
that we get anything like a description of a Roman neo-
classical stage, at the conferment of Roman citizenship on
Giuliano and Lorenzo de’ Medici, the Florentine kinsmen of
Leo X.2 This had a decorated back wall divided by pilasters
into_five spaces, in each of which was a door covered by
a curtain of golden stuff. There were also two side doors,
for entrance and exit, marked * via ad forum'.

An even more important centre of humanistic drama than
Rome was Ferrara, where the poets and artists, who gathered
round Duke Ercole I of Este, established a tradition which
spread to the allied courts of the Gonzagas at Mantua and
the Delle Rovere at Urbino. The first neo-classical revival
on record at Ferrara was of the Menaechmi in 1486, from which
we learn that Epidamnus was represented by five marvellous
* case ’ each with its door and window, and that a practicable
boat moved across the cortile where the performance was given.

In 1487 it was the turn of the Amphitrio ‘ in dicto cortile
a tempo di notte, con uno paradiso cum stelle et altre rode '.4

adolescentes et docuit, et agentibus praefuit ’'; cf also D’Ancona, ii. 65 ;
Creizenach, ii. 1. ! D’Ancona, ii. 74.

3 D'Ancona, ii. 84 ; Herrmann, 353; Flechsig, s1. The scenic wall is
described in the contemporary narrative of P. Palliolo, Le Feste pel Conferi-
mento del Patriziato Romano a Giuliano e Lovenzo de’ Medici (ed. O. Guerrini,
1885), 45, 63, ‘ Guardando avanti, se appresenta la fronte della scena,
in v compassi distinta per mezzo di colonne quadre, con basi e capitelli
coperti de o10. In ciascuno compasso & uno uscio di grandezza con-
veniente a private case. . . . La parte inferiore di questa fronte di quattro
frigi & ornata. . . . A gli usci delle scene furono poste portiere di panno
deoro. El proscenio fu coperto tutto di tapeti con uno ornatissimo altare
in mezzo." The side doors were in ‘le teste del proscenio’ (Palliolo, ¢8).
1 have not seen M. A. Altieri, Giuliano de’ Medici, eletto cittadino Romano
(ed. L. Pasqualucci, 1881), or N. Napolitano, Triumphi de gli mirandi
Spettaculi (1519). Altieri names an untraceable Piero Possello as the
architect ; Guerrini suggests Pietro Rossello.

8 D’Ancona, ii. 128, from Diario Ferrarese, ‘' in lo suo cortile . . ., fu
fato suso uno tribunale di legname, con case v merlade, con una finestra
e uscio per ciascuna: poi venne una fusta di verso le caneve e cusine,
e traversd il cortile con dieci persone dentro con remi e vela, del naturale ’ ;
Bapt. Guarinus, Carm. iv :

Et remis puppim et velo sine fluctibus actam
Vidimus in portus nare, ‘Epidamne, tuos,
Vidimus effictam celsis cum moenibus urbem,
Structaque per latas tecta superba vias.
Ardua creverunt gradibus spectacula multis,
Velaruntque omnes stragula picta foros.

¢ D’Ancona, ii. 129.
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Both the Amphitrio and the Menaechmi were revived in 1491 ;
the former had its ‘paradiso’, while for the latter ‘ nella
sala era al prospecto de quattro castelli, dove avevano a
uscire quilli dovevano fare la representatione . Many other
productions followed, of some of which no details are pre-
served. For the Eunuchus, Trinummus, and Penulus in
1499 there was a stage, 4 ft. high, with decorated columns,
hangings of red, white, and green cloth, and ‘ cinque casa-
menti merlati’ painted by Fino and Bernardino Marsigli.?
In 1502, when Lucrezia Borgia came, the stage for the
Epidicus, Bacchides, Miles Gloriosus, Casina, and Asinaria was
of the height of a man, and resembled a city wall, ‘ sopra gli
sono le case de le comedie, che sono sei, non avantagiate
del consueto’.* The most elaborate description on record is,
however, one of a theatre set up at Mantua during the
carnival of 1501, for some play of which the name has not
reached us. Unfortunately it is not very clearly worded,
but the stage appears to have been rather wider than its
depth, arcaded round, and hung at the back with gold and
greenery. Its base had the priceless decoration of Mantegna's
Triumphs, and above was a heaven with a representation of
the zodiac. Only one ‘casa’ is noted, a ‘grocta’ within
four columns at a corner of the stage.*

t Ibid. 130.

* Ibid. 132, 135. The two Marsigli, with Il Bianchino and Nicoletto
Segna, appear to have painted scenes and ships for the earlier Ferrarese
productions. * Ibid. 134.

¢ Ibid. 381, from G. Campori, Lettere artistiche inedite, 5, ‘Era la
sua forma quadrangula, protensa alquanto in longitudine : li doi lati
I'uno al altro de rimpecto, havevano per ciaschuno octo architravi con
colonne ben conrespondenti et proportionate alla larghezza et alteza de
dicti archi: le base et capitelli pomposissimamente con finissimi colori
penti, et de fogliami ornati, representavano alla mente un edificio eterne
ed antiquo, pieno de delectatione : li archi con relevo di fiori rendevano
prospectiva mirabile: la largheza di ciascheuno era braza quactro vel
cerca: la alteza proporzionata ad quella. Dentro nel prospecto eran
panni d’oro et alcune verdure, si come le recitationi recerchavano: una
delle bande era ornata delli sei quadri del Cesareo triumpho per man del
singulare Mantengha : li doi altri lati discontro erano con simili archi,
ma de numero inferiore, che chiascheuno ne haveva sei. Doj bande era
scena data ad actorj et recitatorj : le doe altre erano ad scalini, deputati
per le donne et daltro, per todeschi, trombecti et musici. Al jongere del’
angulo de un de’ grandi et minorj lati, se vedevano quactro altissime
colonne colle basi orbiculate, le quali sustentavano quactro venti princi-
pali: fra loro era una grocta, benche facta ad arte, tamen naturalissima :
sopra quella era un giel grande fulgentissimo de varij lumi, in modo de
lucidissime stelle, con una artificiata rota de segni, al moto de’ quali
girava mo il sole, mo la luna nelle case proprie : dentro era la rota de
Fortuna con sei tempi : regno, regnavj, regnabo : in mezo resideva la dea
aurea con un sceptro con un delphin. Dintornoalla scena al frontespitio
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The scanty data available seem to point to the existence
of two rather different types of staging, making their appear-
ance at Ferrara and at Rome respectively. The scene of
the Ferrarese comedies, with its ‘case’ as the principal
feature, is hardly distinguishable from that of the mediaeval
sacre rappresentazioni, with its ‘luoghi deputati’ for the
leading personages, which in their turn correspond to the
‘loci’, ‘domus’, or ‘sedes’ of the western miracle-plays.!
The methods of the rappresentazioni had long been adopted
for pieces in the mediaeval manner, but upon secular themes,
such as Poliziano’s Favola d'Orfeo, which continued, side by
side with the classical comedies, to form part of the enter-
tainment of Duke Ercole’s Court.? The persistence of the
mediaeval tradition is very clearly seen in the interspersing
of the acts of the comedies, just as the rappresentazioni had
been interspersed, with ‘moresche’ and other ‘intermedii’
of spectacle and dance, to which the ‘ dumb shows* of the
English drama owe their ultimate origin.® At Rome, on the
“other hand, it looks as if, at any rate by 1513, the ‘ case’
had been conventionalized, perhaps under the influence of
some archaeological theory as to classical methods, into
nothing more than curtained compartments forming part of
the architectural embellishments of the scena wall. It is
a tempting conjecture that some reflex, both of the Ferrarese
and of the Roman experiments, may be traced in the woodcut
illustrations of a number of printed editions of Terence,
which are all derived from archetypes published in the last
decade of the fifteenth century. The synchronism between

da basso era li triumphi del Petrarcha, ancor loro penti per man del
p°. Mantengha : sopra eran candelierj vistosissimi deaurati tucti: nel
mezo era un scudo colle arme per tucto della C3. MA.; sopra la aquila
aurea bicapitata col regno et diadema imperiale : ciascheuno teneva tre
doppieri ; ad ogni lato era le insegne. All doi maiorj, quelle della Sts. de
N. S. et quelle della Cesarea Maesta : alli minorj lati quelle del Co. Sig. Re,
et quelle della Ilima, Sigs. da Venetia; tra li archi pendevano poi quelle
de V. Ex., quelle del Sig. duca Alberto Alemano : imprese de Sig. Marchese
et Sigd. Marchesana : sopre erano piu alte statue argentate, aurate et de
pil colorj metallici, parte tronche, parte integre, che assai ornavano quel
loco: poi ultimo era il cielo de panno torchino, stellato con quelli segni
che quella sera correvano nel nostro hemisperio.’ Flechsig, 26, thinks
that the architect was Ercole Albergati (Il Zafarano).

' D'Ancona, i. 485 ; Mediaeval Stage, ii. 79, 83, 135.

t Ferrari, 50; D’Ancona, ii. 1, give examples of these at Ferrara and
elsewhere. The Favola d’Orfeo, originally produced about 1471, seems to
have been recast as Orphei tragedia for Ferrara in 1486. It had five acts,
Pastorale, Ninfale, Evoico, Negromantico, Baccanale ; in the fourth, the
way to hell and hell itself were shown—"' duplici actu haec scena utitur .

* J. W. Cunliffe, Early English Classical Tragedies, x1; F. A. Foster,
in E. S. xliv. 8.
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the revival of classical acting and the emergence of scenic
features in such illustrations is certainly marked. The
Terentian miniatures of the earlier part of the century show
no Vitruvian knowledge. If they figure a performance, it is
a recitation by the wraith Calliopius and his gesticulating
mimes.! Nor is there any obvious scenic influence in the
printed Ulm Eunuchus of 1486, with its distinct background
for each separate woodcut.? The new spirit comes in with the
Lyons Terence of 1493, wherein may be seen the hand of
the humanist Jodocus Badius Ascensius, who had certainly
visited Ferrara, and may well also have been in touch with
the Pomponiani.® The Lyons woodcuts, of which there are
several to each play, undoubtedly represent stage performances,
real or imaginary. The stage itself is an unrailed quadrangular
platform, of which the supports are sometimes visible. The
back wall is decorated with statuettes and swags of Renais-
sance ornament, and in front of it is a range of three, four,
or five small compartments, separated by columns and veiled
by fringed curtains. They have rather the effect of a row of
bathing boxes. Over each is inscribed the name of a character,
whose ‘ house' it is supposed to be. Thus for the Andria
the inscriptions are ‘Carini’, ‘Chreme(tis]’, ‘ Chrisidis’,
‘ Do[mus] Symonis’. On the scaffold, before the houses,
action is proceeding between characters each labelled with his
name. Sometimes a curtain is drawn back and a character
is emerging, or the interior of a house is revealed, with some
one sitting or in bed, and a window behind. It is noteworthy
that, while the decoration of the back wall and the arrange-
ment of the houses remain uniform through all the woodcuts
belonging to any one play, they vary from play to play.
Sometimes the line of houses follows that of the wall ; some-
times it advances and retires, and may leave a part of the
wall uncovered, suggesting an entrance from without. In
addition to the special woodcuts for each play, there is a large
introductory design of a ‘ Theatrum '. It is a round building,
with an exterior staircase, to which spectators are proceeding,

! Herrmann, 280, 284 ; cf. Mediacval Stage, ii. 208.

* Translation by Hans Nithart, printed by C. Dinckmut (Ulm, 1486) ;
cf. Herrmann, 292, who reproduces specimen cuts from this and the other
sources described.

* Edition printed by Johannes Trechsel (Lyons, 1493); cf. Herrmann,
300. The editor claims for the voodcuts that ‘effecimus, ut etiam
illitteratus ex imaginibus, quas cuilibet scenae praeposuimus, legere atque
accipere comica argumenta valeat’. Badius also edited a Paris Terence
of 1502, with Praenolamenta based on Vitruvius and other classical writérs,
in which he suggests the use in antiquity of ‘ tapeta . . . qualia nunc fiunt
in Flandria’,
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and are accosted on their way by women issuing from the
* Fornices ’, over which the theatre is built. Through the
removal of part of the walls, the interior is also made visible.
It has two galleries and standing-room below. A box next
the stage in the upper gallery is marked ‘ Aediles’. The
stage is cut off by curtains, which are divided by two narrow
columns. In front of the curtains sits a flute-player. Above
is inscribed *‘ Proscenium’. Some of the Lyons cuts are
adopted, with others from the Ulm Eunuchus, in the Strasburg
Terence of 1496.1 This, however, has a different ‘ Theatrum ’,
which shows the exterior only, and also a new comprehensive
design for each play, in which no scaffold or back wall appears,
and the houses are drawn on either side of an open place,
with the characters standing before them. They are more
realistic than the Lyons ‘bathing boxes’ and have doors
and windows and roofs, but they are drawn, like the Ulm
houses, on a smaller scale than the characters. If they have
a scenic origin, it may be rather in the ‘ case ’ of Ferrara than
in the conventional ‘ domus’ of Rome. Finally, the Venice
Terence of 1497, while again reproducing with modifications
the smaller Lyons cuts, replaces the ‘' Theatrum' by a new
* Coliseus sive Theatrum ', in which the point of view is taken
from the proscenium.? No raised stage is visible, but an actor
or prologue is speaking from a semicircular orchestra on the
floor-level. To right and left of him are two houses, of the
‘ bathing-box ' type, but roofed, from which characters
emerge. He faces an auditorium with two rows of seats
and a gallery above.

We are moving in shadowy regions of conjecture, and if all
the material were forthcoming, the interrelations of Rome and
Ferrara and the Terentian editors might prove to have been
somewhat different from those here sketched. After all,
we have not found anything which quite explains the ‘ pic-
turatae scenae facies ' for which Cardinal Raffaelle Riario won
such praise, and perhaps Ferrara is not really entitled to
credit for the innovation, which is generally supposed to have
accompanied the production of the first of Ariosto’s great
Italian comedies on classical lines, the Cassaria of 1508.
This is the utilization for stage scenery of the beloved Italian
art of architectural perspective. It has been suggested, on
no very secure grounds, that the first to experiment in this

! Edition printed by Johannes Griininger (Strassburg, 1496) ; cf. Herr-
mann, 318. -

* Editions printed by Lazarus Soardus (Venice, 1497 and 1499); cf.
Herrmann, 346. The Theatrum and other cuts are also reproduced in The
Mask for July 1909,
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direction may have been the architect Bramante Lazzari.!
But the scene of the Cassaria is the earliest which is described
by contemporary observers as a prospettiva, and it evidently
left a vivid impression upon the imagination of the spectators.?
The artist was Pellegrino da Udine, and the city represented
was Mytilene, where the action of the Cassaria was laid.
The same, or another, example of perspective may have
served as a background in the following year for Ariosto’s
second comedy, I Suppositi, of which the scene was Ferrara
itself.?> But other artists, in other cities, followed in the
footsteps of Pellegrino. The designer for the first perform-
ance of Bernardo da Bibbiena's Calandra at Urbino in 1513
was probably Girolamo Genga ;* and for the second, at Rome
in 1514, Baldassarre Peruzzi, to whom Vasari perhaps gives
exaggerated credit for scenes which ‘apersono la via a coloro
che ne hanno poi fatte a’ tempi nostri’.® Five years later
I Suppositi was also revived at Rome, in the Sala d’ Inno-
cenzio of the Vatican, and on this occasion no less an artist
was employed than Raphael himself.® As well as the scene,
there was an elaborately painted front curtain, which fell at

! Flechsig, 84, citing as possibly a stage design an example of idealized
architecture inscribed ‘ Bramanti Architecti Opus” and reproduced by
E. Miintz, Hist. de I’Art pendant la Renaissance, ii. 299. Bramante was
at Rome about 1505, and was helped on St. Peter’s by Baldassarre Peruzzi.
But there is nothing obviously scenic in the drawing.

* D’Ancona, ii. 394, ‘ Ma quello che ¢ stato il meglio in tutte queste
feste e representationi, & stato tute le sene, dove si sono representate,
quale ha facto uno MO. Peregrino depintore, che sta con il Sigre. ; ch’ & una
contracta et prospettiva di una terra cum case, chiesie, campanili et
zardini, che la persona non si pud satiare a guardarla per le diverse cose
che ge sono, tute de inzegno et bene intese, quale non credo se guasti,
ma che la salvarano per usarla de le altre fiate °.

? 1bid., ‘il caso accadete a Ferrara’.

¢ Ibid. 102, ‘' La scena poi era finta una cittid bellissima con le strade,
palazzi, chiese, torri, strade vere, e ogni cosa di rilevo, ma ajutata ancora
da bonissima pintura e prospettiva bene intesa ’; the description has
further details. Genga is not named, but Serlio (cf. App. G) speaks of
his theatrical work for Duke Francesco Maria of Urbino (succ. 1508).
Vasari, vi. 316, says that he had also done stage designs for Francesco’s
predecessor Guidobaldo.

¥ Vasari, iv. 600. Some of Peruzzi’s designs for Calandra are in the
Uffizi ; Ferrari (tav. vi) reproduces one.

¢ D’Ancona, ii. 89, ‘ Sonandosi li pifari si lascid cascare la tela; dove
era pinto Fra Mariano con alcuni Diavoli che giocavano con esso da ogni
lato della tela; et poi a mezzo della tela vi era un breve che dicea:
Questi sono I capriccs di Fra Mariano; et sonandosi tuttavia, et il Papa
mirando con il suo occhiale la scena, che era molto bella, di mano di
Raffaele, et rappresentava si bene per mia f& forami di prospective, et
molto furono laudate, et mirando ancora il cielo, che molto si rappre-
sentava bello, et poi li candelieri, che erano formati in lettere, che ogni
lettera substenla cinque torcie, et diceano: Leo Pon. Maximus '
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the beginning of the performance. For this device, something
analogous to which had almost certainly already been used at
Ferrara, there was a precedent in the classical aulaeum. Its
object was apparently to give the audience a sudden vision of
the scene, and it was not raised again during the action of
the play, and had therefore no strictly scenic function.?

The sixteenth-century prospettiva, of which there were
many later examples, is the type of scenery so fully described
and illustrated by the architect Sebastiano Serlio in the
Second Book of his Architettura (1551). Serlio had himself
been the designer of a theatre at Vicenza, and had also been
familiar at Rome with Baldassarre Peruzzi, whose notes had
passed into his possession. He was therefore well in the
movement.2 At the time of the publication of the Architettura
he was resident in France, where he was employed, like other
Italians, by Francis I upon the palace of Fontainebleau.
Extracts from Serlio’s treatise will be found in an appendix
and I need therefore only briefly summarize here the system
of staging which it sets out.> This is a combination of the
more or less solid ‘ case ' with flat cloths painted in perspective.
The proscenium is long and comparatively shallow, with an
entrance at each end, and flat. But from the line of the scena
wall the level of the stage slopes slightly upwards and back-
wards, and on this slope stand to right and left the ‘case’
of boards or laths covered with canvas, while in the centre is
a large aperture, disclosing a space across which the flat
cloths are drawn, a large one at the back and smaller ones on
frames projecting by increasing degrees from -behind the
‘case’. Out of these elements is constructed, by the art of
perspective, a consistent scene with architectural perspectives
facing the audience, and broken in the centre by a symmetrical
vista. For the sake of variety, the action can use practicable
doors and windows in the fagades, and to some extent also
within the central aperture, on the lower part of the slope.
It was possible to arrange for interior action by discovering

3 Ariosto, Orlando Furioso, xxxii. 80 :

Quale al cader de le cortine suole

Parer, fra mille lampade, la scena,

Drarchi, et di pidt d’ una superba mole

D’ oro, e di statue e di pitture piena.
This passage was added in the edition of 1532, but a more brief allusion
in that of 1516 (xliii. 10, ‘ Vo' levarti dalla scena i panni’) points to the
use of a curtain, rising rather than falling, before 1519 ; cf. p. 31; vol. i,

p- 181; Crcizenach, ii. 299; Lawrence (i. 111), The Story of a Peckliar
Stage Curtain.

* Ferrari (tav. xii) reproduces from Uffizi, 5282, an idealization by
Serlio of the piazzetta of S. Marco at Venice as a scenario.

* Cf. App. G. Book ii first appeared in French (1545).
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a space within the ‘case’ behind the fagades, but this does
not seem to have been regarded as a very effective device.
Nor is there anything to suggest that Serlio contemplated
any substantial amount of action within his central recess,
for which, indeed, the slope required by his principles of
perspective made it hardly suitable. As a matter of fact
the action of the Italian commedia sostenuta, following
here the tradition of its Latin models, is essentially exterior
action before contiguous houses, and some amusing conven-
tions, as Creizenach notes, follow from this fact ; such as that
it is reasonable to come out of doors in order to communicate
secrets, that the street is a good place in which to bury
treasure, and that you do not know who lives in the next
house until you are told.? In discussing the decoration of
the stage, Serlio is careful to distinguish between the kinds
of scenery appropriate for tragedy, comedy, and the satyric
play or pastoral, respectively, herein clearly indicating his
debt and that of his school to the doctrine of Vitruvius.

It must not be supposed that Serlio said the last word
on Italian Renaissance staging. He has mainly temporary
theatres in his mind, and when theatres became permanent
it was possible to replace laths and painted cloths by a more
solid architectural scena in relief. Of this type was the famous
Teatro Olympico of Vicenza begun by Andrea Palladio about
1565 and finished by Vincenzo Scamozzi about 15842 It
closely followed the indications of Vitruvius, with its porta
regia in the middle of the scena, its portae minores to right
and left, and its proscenium doors in versurae under balconies

! De Sommi, Dial. iv (¢. 1565, D'Ancona, ii. 419), ‘ Ben che paia di
certa vaghezza il vedersi in scena una camera aperta, ben parata, dentro
a la quale, dird cost per esempio, uno amante si consulti con una ruffiana,
et che paia aver del verisimile, & per6 tanto fuor del naturale esser la
stanza senza il muro dinanzi, il che necessariamente far bisogna, che a me
ne pare non molto convenirsi : oltre che non so se il recitare in quel loco,
si potrd dire che sia in scena. Ben si potrd per fuggir questi due incon-
venienti, aprire come una loggia od un verone dove rimanesse alcuno
a ragionare ’. % Creizenach, ii. 271.

* Ferrari, 105, with engravings; A. Magrini, Il teatro Olympico (1847).
This is noticed by the English travellers, Fynes Morison, Itinerary, i. 2. 4
(ed. 1907, i. 376), ‘ a Theater for Playes, which was little, but very faire
and pleasant’, and T. Coryat, Crudities, ii. 7, ‘' The scene also is a very
faire and beautifull place to behold’. He says the house would hold
3,000. In Histriomastix, ii. 322, the ‘ base trash’ of Sir Oliver Owlet’s
players is compared unfavourably with the splendour of Italian theatres.
A permanent theatre had been set up in the Sala grande of the Corte
Vecchia at Ferrara in 1529, with scenery by Dosso Dossi representing
Ferrara, for a revival of the Cassaria and the production of Ariosto’s
Lena ; it was burnt down, just before Ariosto’s death, in 1532 (Flechsig,
23; Gardner, King of Court Poets, 203, 239, 358).
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for spectators. And it did not leave room for much variety
in decoration, as'between play and play.! It appears, indeed,
to have been used only for tragedy. A more important
tendency was really just in the opposite direction, towards
change rather than uniformity of scenic effect. Even the
perspectives, however beautiful, of the comedies did not
prove quite as amusing, as the opening heavens and hells
and other ingeniously varied backgrounds of the mediaeval
plays had been, and by the end of the sixteenth century
devices were being tried for movable scenes, which ultimately
l1&d to the complete elimination of the comparatively solid
and not very manageable ‘ case ’.2

It is difficult to say how far the Italian perspective scene
made its way westwards. Mediaeval drama—on the one
hand the miracle-play, on the other the morality and the
farce—still retained an unbounded vitality in sixteenth-
century France. The miracle-play had its own elaborate
and traditional system of staging. The morality and the
farce required very little staging at all, and could be content
at need with nothing more than a bare platform, backed by
a semicircle or hollow square of suspended curtains, through
the interstices of which the actors might come and go.®> But
from the beginning of the century there is observable in
educated circles an infiltration of the humanist interest in
the classical drama; and this, in course of time, was rein-
forced through two distinct channels. One of these was the
educational influence, coming indirectly through Germany
and the Netherlands, of the * Christian Terence’, which led
about 1540 to the academic Latin tragedies of Buchanan
and Muretus at Bordeaux.* The other was the direct
contact with humanist civilization, which followed upon the
Italian adventures of Charles VIII and Louis XII, and
dominated the reigns of Frangois I and his house, notably
after the marriage of Catherine de’ Medici to the future
Henri II in 1533. In 1541 came Sebastiano Serlio with his
comprehensive knowledge of stage-craft; and the translation
of his Architettura, shortly after its publication in 1545, by
Jean Martin, a friend of Ronsard, may be taken as evidence
of its vogue. In 1548 the French Court may be said to have

! Probably some temporary additions to the permanent decoration of
the scema was possible, as Ferrari (tav. xv) gives a design for a scenario
by Scamozzi.

.* Ferrari, 100. .

* Engravings, by Jean de Gourmont and another, of this type of stage
are reproduced by Bapst, 145, 153, and by Rigal in Petit de Julleville,
iii. 264, 296 ; cf. M. B. Evans, An Early Type of Stage (M. P. ix. 421).

¢ Cf. Medacval Stage, ii. 217.
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been in immediate touch with the nidus of Italian scenic art
at Ferrara, for when Henri and Catherine visited Lyons it
was Cardinal Hippolyte d’Este who provided entertainment
for them with a magnificent performance of Bibbiena's
famous Calandra. This was * nella gran sala di San Gianni '
and was certainly staged in the full Italian manner, with
perspective by Andrea Nannoccio and a range of terra-cotta
statues by one Zanobi.! Henceforward it is possible to trace
the existence of a Court drama in France. The Italian
influence persisted. It is not, indeed, until 1571 that we find
regular companies of Italian actors settling in Paris, and these,
when they came, probably played, mainly if not entirely,
commedie dell' arte? But Court performances in 1555 and
1556 of the Lucidi of Firenzuola and the Flora of Luigi
Alamanni show that the commedia sostenuta was already
established in favour at a much earlier date.> More important,
however, is the outcrop of vernacular tragedy and comedy,
on classical and Italian models, which was one of the literary
activities of the Pléiade. The pioneer in both genres was
Etienne Jodelle, whose tragedy of Cléopdire Captive was
produced before Henri II by the author and his friends at
the Hotel de Reims early in 1553, and subsequently repeated
at the Collége de Boncour, where it was accompanied by his
comedy of La Rencontre, probably identical with the extant
Eugéne, which is believed to date from 1552. Jodelle had
several successors: in tragedy, Mellin de Saint-Gelais,
Jacques and Jean de la Taille, Jacques Grévin, Robert
Garnier, Antoine de Montchrestien; and in comedy, Rémy
Belleau, Jean de Baif, Jean de la Taille, Jacques Grévin, and
Pierre Larivey. So far as tragedy was concerned, the Court
representations soon came to an end. Catherine de’ Medici,
always superstitious, believed that the Sophonisbe of Mellin
de Saint-Gelais in 1556 had brought ill luck, and would have
no more.! The academies may have continued to find
hospitality for a few, but the best critical opinion appears
to be that most of the tragedies of Garnier and his fellows
were for the printing-press only, and that their scenic indica-

' Baschet, 6; D’Ancona, ii. 456; H. Prunitres, L'Opéra Italien en
France (1913), xx; A. Solerti, La rappresentazione della Calandra a Lione
nel 1548 (1901, Raccolta di Studii Critici ded. ad A. d’ Ancona), from La
Magnifica et Triumphale Entrata del Chyistianissimo Re ds Francia Henrico
Secundo (1549).

* Cf. ch. xiv (Italians). ’ * D’Ancona, ii. 457.

¢ Brantdéme, Recueil des Dames, i. 2 (Ewvres, ed. 1890, x. 47), * Elle
eut opinion qu’elle avoit porté malheur aux affaires du royaume, ainsi
qu'il succéda; elle n'en fit plus jouer’. Ingegneri says of tragedies,
* Alcuni oltra dicio le stimano di triste augurio ",
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tions, divorced from the actualities of representation, can
hardly be regarded as evidence on any system of staging.!
Probably this is also true of many of the literary comedies,
although Court performances of comedies, apart from those
of the professional players, continue to be traceable throughout
the century. Unfortunately archaeological research has not
succeeded in exhuming from the archives of the French
royal households anything that throws much light on the
details of staging, and very possibly little material of this
kind exists. Cléopdtre is said to have been produced ‘in
Henrici II aula . . . magnifico veteris scenae apparatu’.?
The prologue of Eugéne, again, apologizes for the meagreness
of an academic setting :

Quand au théitre, encore qu’il ne soit

En demi-rond, comme on le compassoit,

Et qu’on ne I'ait ordonné de la sorte

Que l'on faisoit, il faut qu’on le supporte :

Veu que I'exquis de ce vieil ornement

Ores se voue aux Princes seulement.

Hangings round the stage probably sufficed for the colleges,
and possibly even on some occasions for royal chdteaux.3
But Jodelle evidently envisaged something more splendid
as possible at Court, and a notice, on the occasion of some
comedies given before Charles IX at Bayonne in 1565, of
‘la bravade et magnificence de la dite scéne ou théitre, et
des feux ou verres de couleur, desquelles elle etait allumée
et enrichie ’ at once recalls a device dear to Serlio, and suggests
a probability that the whole method of staging, which Serlio
expounds, may at least have been tried4 Of an actual
theatre ‘en demi-rond’ at any French palace we have no
clear proof. Philibert de I'Orme built a salle de spectacle for
Catherine in the Tuileries, on a site afterwards occupied by
the grand staircase, but its shape and dimensions are not

' E. Rigal in Rev. d' Hist. Litt. xii. 1, 203 ; cf. the opposite view of
J. Haraszti in xi. 680 and xvi. 285s.

* Sainte-Marthe, Elogia (1606), 175.

3 G. Lanson in Rev. d’'Hist. Litt. x. 432. In Northward Hoe, iv. 1,
Bellamont is writing a tragedy of Astyanax, which he will have produced
‘ in the French court by French gallants ’, with ‘ the stage hung all with
black velvet ’. . ’

¢ Lanson, Joc. cit. 422. A description of a tragi-comedy called Geniéure,
based on Ariosto, at Fontainebleau in 1564 neglects the staging, but gives
a picture of the audience as R

une jeune presse
De tous costez sur les tapis tendus,
Honnestement aux girons espandus
De leur mattresse.
B. Rossi's Fiammella was given at Paris in 1584 with a setting of * boschi ’.
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on record.! There was another in the pleasure-house, which
he planned for Henri II in the grounds of Saint-Germain,
and which was completed by Guillaume Marchand under
Henri IV. This seems, from the extant plan, to have been
designed as a parallelogram.?2  The hall of the Hétel de
Bourbon, hard by the Louvre, in which plays were sometimes
given, is shown by the engravings of the Balet Comique,
which was danced there in 1581, to have been, in the main,
of similar shape. But it had an apse ‘ en demi-rond ' at one
end.® It may be that the Terence illustrations come again
to our help, and that the new engravings which appear, side
by side with others of the older tradition, in the Terence
published by Jean de Roigny in 1552 give some notion of
the kind of stage which Jodelle and his friends used.* The
view is from the auditorium. The stage is a platform, about
3% ft. high, with three shallow steps at the back, on which
actors are sitting, while a prologue declaims. There are no
hangings or scenes. Pillars divide the back of the stage
from a gallery which runs behind and in which stand specta-
tors. Obviously this is not on Italian iines, but it might
preserve the memory of some type of academic stage.

If we know little of the scenic methods of the French Court,
we know a good deal of those emplbyed in the only public
theatre of which, during the sixteenth century and the first
quarter of the seventeenth, Paris could boast. This was. the
Hétel de Bourgogne, a rectangular hall built by the Confrérie
de la Passion in 1548, used by that body for the representation
of miracle-plays and farces up to 1598, let between 1598 and
1608 to a succession of visiting companies, native and foreign,
and definitively occupied from the latter year by the Comédiens
du Roi, to whom Alexandre Hardy was dramatist in chief.’
The Mémoire pour la décoration des piéces qui se représentent
par les comediens du roy, entretenus de sa Magesté is one of the

! Lanson, Joc. cit. 424.
* The plan is in J. A. Du Cerceau, Les Plus Excellens Bastimens de

Francs (1576—9), and is reproduced in W. H. Ward, French Chdteaux and
Gardens in the Sixzteenth Century, 14; cf. R. Blomfield, Hist. of French
Architecture, i. 81, who, however, thinks that Du Cerceau’s ‘' bastiment
en manidre de théAtre ' was not the long room, but the open courtyard,
in the form of a square with concave angles and semicircular projections
on each side, which occupies the middle of the block.

* Prunieres, Ballet de Couy, 72, 134.

¢ Bapst, 147, reproduces an example. This is apparently the type of
French stage described by J. C. Scaliger, Poetice (1561), i. 21, * Nunc in
Gallia ita agunt fabulas, ut omnia in conspectu sint ; universus apparatus
dispositis sublimibus sedibus. Personae ipsae nunquam discedunt: qui
silent pro absentibus habentur ’.

* Rigal, 36, 46, 53.
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most valuable documents of theatrical history which the
hazard of time has preserved in any land. 1It, or rather the
earlier of the two sections into which it is divided, is the work
of Laurent Mahelot, probably a machinist at the Hoétel de
Bourgogne, and contains notes, in some cases apparently
emanating from the authors, of the scenery required for
seventy-one plays belonging to the repertory of the theatre,
to which are appended, in forty-seven cases, drawings showing
the way in which the requirements were to be met.! It is
true that the Mémoire is of no earlier date than about 1633,
but the close resemblance of the system which it illustrates
to that used in the miracle-plays of the Confrérie de la
Passion justifies the inference that there had been no marked
breach of continuity since 1598. In essence it is the mediaeval
system of juxtaposed ‘ maisons’, corresponding to the ‘ case’
of the Italian and the ‘houses' of the English tradition,
a series of independent structures, visually related to each
other upon the stage but dramatically distinct and serving,
each in its turn, as the background to action upon the whole
of the free space—platea in mediaeval terminology, proscenium
in that of the Renaissance—which stretched before and
between them. The stage of the Hotel de Bourgogne had room
for five such ‘ maisons ’; one in the middle of the back wall,
two in the angles between the back and side walls, and two
standing forward against the side walls; but in practice
two or three of these compartments were often devoted to
a ‘maison’ of large size. A ‘maison’ might be a unit of
architecture, such as a palace, a senate-house, a castle,
a prison, a temple, a tavern; or of landscape, such as a
garden, a wood, a rock, a cave, a sea.? And very often it

? The full text is printed by E. Dacier from B. N. f. fr. 24330 in Mémoires
de la Soc. de I'Hist. de Paris (1901), xxviii. 10§, and is analysed by Rigal,
247. The designs have recently (1920) been published in H. C. Lancaster’s
edition ; reproductions, from the originals or from models made for
the Exposition of 1878, will be found of Durval's Agarite in Rigal, f.p.,
Lawrence, i. 241, Thorndike, 154 ; of Hardy’s Cornélie in Rigal, Alexandre
Hayrdy (1890), f.p., Bapst, 185 ; of Pandoste in Jusserand, Shakespeare in
France, 71, 75; of Mairet’s Sylvanire in E. Faguet, Hist. de la Litt. Fr.
ii. 31; and of Pyrame et Thisbé, Corneille’s L’'Illusion Comique, and Du
Ryer's Lisandre et Caliste in Petit de Julleville, Hist. iv. 220, 270, 354.

* ‘11 faut un antre . . . d’ott sort un hermite’ (Dacier, 116), ‘ une fenestre
qui soit vis A vis d'une autre fenestre grillée pour la prison, ot Lisandre
puisse parler & Caliste ’ (116), ‘ un beau palais eslevé de troig ou quatre
marches ’ (117), ‘ un palais ou sénat fort riche’ (117), ‘ une case ot il
y ayt pour enseigne L'Ormeau’ (117), ‘une mer’ (117), ‘ une tente’
(121), ‘ un hermitage ol I'on monte et descend ’ (123), ‘ une fenestre od
se donne une lettre ’ (124), ‘ une tour, une corde nouée pour descendre
de la tour, un pont-levis qui se ldche quand il est nécessaire * (125), ‘ une
sortie d'un roy en forme de palais * (127).
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represented an interior, such as a chamber with a bed in it.!
A good illustration of the arrangement may be found in the
scenario for the familiar story of Pyramus and Thisbe, as
dramatized about 1617 by Théophile de Viaud.?

‘11 faut, au milieu du thétre, un mur de marbre et pierre fermé ;
des ballustres ; il faut aussi de chasque costé deux ou trois marches
pour monster. A un des costez du théitre, un murier, un tombeau
entouré de piramides. Des fleurs, une éponge, du sang, un poignard,
un voile, un antre d’ol sort un lion, du costé de la fontaine, et un autre
antre 4 P'autre bout du théitre oi il rentre.’

The Pandoste of Alexandre Hardy required different settings
for the two parts, which were given on different days® On
the first day,

‘ Au milieu du théitre, il faut un beau palais ; A un des costez, une
grande prison ou Von paroist tout entier. A l’autre costé, un temple ;
au dessous, une pointe de vaisseau, une mer basse, des rozeaux et
marches de degrez.’

The needs of the second day were more simply met by
‘ deux palais et une maison de paysan et un bois '.

Many examples make it clear that the methods of the
Hétel de Bourgogne did not entirely exclude the use of
perspective, which was applied on the back wall, ‘ au milieu
du théatre '; and as the Italian stage, on its side, was slow
to abandon altogether the use of * case ' in relief, it is possible
that under favourable circumstances Mahelot and his col-
leagues may have succeeded in producing the illusion of
a consistently built up background much upon the lines
contemplated by Serlio.4 There were some plays whose plot
called for nothing more than a single continuous scene in
a street, perhaps a known and nameable street, or a forest.’

1 ‘11 faut aussy une belle chambre, une table, deux tabourets, une
écritoire ’ (117), ‘ une belle chambre, ol il y ayt un beau lict, des sieges
pour s’asseoir ; la dicte chambre s’ouvre et se ferme plusieurs fois * (121),
¢ forme de salle garnie de sidges o 'on peint une dame ’ (126).

? Dacier, 119. 3 Ibid. 119.

¢ ‘ Forme de fontaine en grotte coulante ou de peinture ’ (Dacier, 127) ;
‘ Au milieu du théAtre, dit la persepective, doit avoir une grande boutique
d’orfévre, fort superbe d’orfévrerie et autre joyaux ' (136); ‘Il faut deux
superbes maisons ornées de peinture ; au milieu du théAtre, une perse-
pective ol il y ait deux passages entre les deux maisons ’ (137).

* ‘11 faut que le théAtre soit tout en pastoralle, antres, verdures, et
fleurs ’ (116), ‘ Il faut... le petit Chastellet de la rue Saint Jacques, et
faire paroistre une rue ou sont les bouchers’ (116), ‘ en pastoralle a la
discrétion du feinteur ’ (124), ‘ Il faut le théAtre en rues et maisons ’ (129,
for Rotrou’s Les Ménechmes), ‘ La décoration du théitre doit estre en
boutique ’ (136), ‘le feinteur doit faire paraitre sur le théitre la place
Royalle ou I'imiter & peu prés’ (133).

2229°3 [
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Nor was the illusion necessarily broken by such incidents
as the withdrawal of a curtain from before an interior at the
point when it came into action, or the introduction of the
movable ship which the Middle Ages had already known.!
It was broken, however, when the ‘belle chambre® was so
large and practicable as to be out of scale with the other
‘maisons '.2 And it was broken when, as in Pandoste and
many other plays, the apparently contiguous *maisons’
had to be supposed, for dramatic purposes, to be situated
in widely separated localities. It is, indeed, as we shall find
to our cost, not the continuous scene, but the need for change
of scene, which constitutes the problem of staging. It is
a problem which the Italians had no occasion to face; they
had inherited, almost unconsciously, the classical tradition
of continuous action in an unchanged locality, or in a locality
no more changed than is entailed by the successive bringing
into use of various apertures in a single fagade. But the
Middle Ages had had no such tradition, and the problem at
once declared itself, as soon as the matter of the Middle Ages
and the manner of the Renaissance began to come together
in the * Christian Terence’. The protest of Cornelius Crocus
in the preface to his Foseph (1535) against ‘ multiple ’ staging,
as alike intrinsically absurd and alien to the practice of the
ancients, anticipates by many years that law of the unity of
place, the formulation of which is generally assigned to
Lodovico Castelvetro, and which was handed down by the
Italians to the Pléiade and to the °classical’ criticism of
the seventeenth century.® We are not here concerned with
the unity of place as a law of dramatic structure, but we are
very much concerned with the fact that the romantic drama
of western Europe did not observe unity of place in actual

! ‘11 faut que cela soit caché durant le premier acte, et I'on ne faict
paroistre cela qu’au second acte, et se referme au mesme acte’ (116),
‘ un eschaffaut qui soit caché’ (117), ‘ le vaisseau paraist au quatriesme
acte ’ (120). For the use of curtains to effect these discoveries, cf. Rigal,
243, 253, who, however, traces to a guess of Lemazurier, Galerie Historique,
i. 4, the often repeated statement that to represent a change of scene
‘on levait ou on tirait une tapisserie, et cela se faisait jusqu'd dix oun
douze fois dans la méme piece ’.

$ It is so, e g., in the design for Agarite.

% “ Non sic tolerari potest, ut longe lateque dissita loca in unum subito
proscenium cogantur; qua in re per se absurdissima et nullo veterum
exemplo comprobata nimium sibi hodie quidam indulserunt’; cf. Crei-
zenach, ii. 102. Spingarn, Literary Criticism in the Renaissance, 89, 206,
290, discusses the origin of the unities, and cites Castelvetro, Poefica
(1570), 534. ‘ La mutatione tragica non pud tirar con esso seco se non
una giornata e un luogo’, and Jean de la Taille, Art de Tragédie (1572),
‘ I faut toujows représenter I'histoire ou le jeu en un méme jour, en un
meéme temps, et en un méme lieu ’.
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practice, and that consequently the stage-managers of
Shakespeare in England, as well as those of Hardy in France,
had to face the problem of a system of staging, which should
be able rapidly and intelligibly to represent shifting localities.
The French solution, as we have seen, was the so-called
‘ multiple ' system, inherited from the Middle Ages, of juxta-
posed and logically incongruous backgrounds.

Geography would be misleading if it suggested that, in the
westward drift of the Renaissance, England was primarily
dependent upon the mediation of France. During the early
Tudor reigns direct relations with Italy were firmly established,
and the classical scholars of Oxford and Cambridge drew
their inspiration at first hand from the authentic well-heads
of Rome and Florence. In matters dramatic, in particular,
the insular had little or nothing to learn from the continental
kingdom. There were French players, indeed, at the Court
of Henry VII in 1494 and 1495, who obviously at that date
can only have had farces and morals to contribute.l And
thereafter the lines of stimulus may just as well have run the
other way. If the academic tragedy and comedy of the
Pléiade had its reaction upon the closet dramas of Lady
Pembroke, Kyd, Daniel, Lord Brooke, yet London possessed
its public theatres long before the Parisian makeshift of the
Hétel de Bourgogne, and English, no less than Italian,
companies haunted the Court of Henri IV, while it is not
until Caroline days that the French visit of 1495 can be shown
to have had its successor. The earliest record of a classical
performance in England was at Greenwich on 7 March 1519,
when ‘there was a goodly commedy of Plautus plaied’,
followed by a mask, in the great chamber, which the King
had caused * to be staged and great lightes to be set on pillers
that were gilt, with basons gilt, and the rofe was covered
with blewe satyn set full of presses of fyne gold and flowers *.2
The staging here spoken of, in association with lights, was
probably for spectators rather than for actors, for in May 1527,
when a dialogue, barriers, and mask were to be given in
a banqueting house at Greenwich, we are told that *thys
chambre was raised with stages v. degrees on every syde,
and rayled and counterailed, borne by pillars of azure, full

! Mediaeval Stage, ii. 257; Lawrence (i. 123), Early French Players in
England. 1t is only a guess of Mr. Lawrence’s that these visitors played
Maistre Pierve Patelin, a farce which requires a background with more
than one domus. Karl Young, in M. P, ii. 97, traces some influence of
French farces on the work of John Heywood. There had been ‘ Fransche-
men that playt’ at Dundee in 1490, and ‘ mynstrells of Fraunce ', not

necessarily actors, played before Henry VII at Abingdon in 1507.
* Halle, i. 176.
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of starres and flower delice of gold; every pillar had at the
toppe a basin silver, wherein stode great braunches of white
waxe ".! In this same year 1527, Wolsey had a performance
of the Menaechmi at his palace of York Place, and it was
followed in 1528 by one of the Phormio, of which a notice is
preserved in a letter of Gasparo Spinelli, the secretary to
the Italian embassy in London.? Unfortunately, Spinelli's
description proves rather elusive. I am not quite clear whether
he is describing the exterior or the interior of a building, and
whether his 20glia is, as one would like to think, the frame-
work of a proscenium arch, or merely that of a doorway.?
One point, however, is certain. Somewhere or other, the
decorations displayed in golden’ letters the title of the play
which was about to be given. Perhaps this explains why,
more than a quarter of a century later, when the Westminster
boys played the Miles Gloriosus before Elizabeth in January
1565, one of the items of expenditure was for ‘ paper, inke and
colores for the wryting of greate letters '.4

Investigation of Court records reveals nothing more precise
than this as to the staging of plays, whether classical or
mediaeval in type, under Henry VIII. It is noticeable,
however, that a play often formed but one episode in a com-
posite entertainment, other parts of which required the
elaborate pageantry which was Henry's contribution to the
development of the mask; and it may be conjectured that
in these cases the structure of the pageant served also as
a sufficient background for the play. Thus in 1527 a Latin
tragedy celebrating the deliverance of the Pope and of
France by Wolsey was given in the ‘great chamber of dis-
guysings ’, at the end of which stood a fountain with a mul-
berry and a hawthorn tree, about which sat eight fair ladies
in strange attire upon ‘benches of rosemary fretted in
braydes layd ongold, all the sydes sette wyth roses in braunches
as they wer growyng about this fountayne'.® The device

! Halle, ii. 86.

8 Mediaeval Stage, ii. 196 ; cf. ch. xii (Paul’s). Spinelli's letter is pre-
served in Marino Sanuto, Diarii, xivi. 595, ‘ La sala dove disnamo et si
rapresentd la comedia haveva nella fronte una grande zoglia di bosso,
che di mezzo conteneva in lettere d'oro: Terentis Formio. Da Y’ un
di canti poi vi era in lettere antique in carta: cedant arma togae. Da

Y altro: Foedus pacis non movebitur.  Sotto poi la zoglia si vide : honori

et laudi pacifici. ... Per li altri canti de la sala vi erano sparsi de }i altri

moti pertinenti alla pace '.

! V. P.iv. 115 translates ‘ zoglia di bosso’ as ‘ a garland of box’, but
Florio gives ‘ soglia® as ‘ the threshold or hanse of a doore: also the
transome or lintle over a dore ’.

¢ Murray, ii. 168 ; cf. ch. xii (Westminster).

¢ Halle, ii. 109.
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was picturesque enough, but can only have had an allegorical
relation to the action of the play. The copious Revels
Accounts of Edward and of Mary are silent about play
settings. It is only with those of Elizabeth that the indica-
tions of ‘ houses ' and curtains already detailed in an earlier
chapter make their appearance.! The ‘ houses’ of lath and
canvas have their analogy alike in the ‘case’ of Ferrara,
which even Serlio had not abandoned, and in the ‘ maisons’
which the Hotel de Bourgogne inherited from the Confrérie
de la Passion. We are left without guide as to whether the
use of them at the English Court was a direct tradition from
English miracle plays, or owed its immediate origin to an
Italian practice, which was itself in any case only an out-
growth of mediaeval methods familiar in Italy as well as in
England. Nor can we tell, so far as the Revels Accounts go,
whether the ‘houses’ were juxtaposed on the stage after
the ‘ multiple ' fashion of the Hétel de Bourgogne, or were
fused with the help of perspective into a continuous fagade
or vista, as Serlio bade. Certainly the Revels officers were
not wholly ignorant of the use of perspective, but this is
also true of the machinists of the Hotel de Bourgogne.?
Serlio does not appear to have used curtains, as the Revels
officers did, for the discovery of interior scenes, but if, on the
other hand, any of the great curtains of the Revels were
front curtains, these were employed at Ferrara and Rome,
and we have no knowledge that they were employed at
Paris. At this point the archives leave us fairly in an fmpasse.

It will be well to start upon a new tack and to attempt to
ascertain, by an analysis of such early plays as survive, what
kind of setting these can be supposed, on internal evidence,
to have needed. And the first and most salient fact which
emerges is that a very large number of them needed practically
no setting at all. This is broadly true, with exceptions which
shall be detailed, of the great group of interludes which
extends over about fifty years of the sixteenth century,
from the end of Henry VII's reign or the beginning of
Henry VIII's, to a point in Elizabeth's almost coincident
with the opening of the theatres. Of these, if mere fragments

v Cf. ch. viii.

* The memorandum on the reform of the Revels office in 1573, which
I attribute to Edward Buggin, tells us (Tudor Revels, 37 ; cf. ch. 1i1) that
* The connynge of the office resteth in skill of devise, in vnderstandinge
of historyes, in iudgement of comedies tragedyes and showes, in sight
of perspective and architecture, some smacke of geometrye and other
thynges '. If Sir George Buck, however, in 1612, thought that a know-
ledge of perspective was required by the Art of Revels, he veiled it under
the expression ‘ other arts ’ (cf. ch. iii).
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are neglected, there are not less than forty-five. Twenty
are Henrican ;! perhaps seven Edwardian or Marian;? eigh-
teen Elizabethan® Characteristically, they are morals,
presenting abstract personages varied in an increasing degree
with farcical types; but several are semi-morals, with
a sprinkling of concrete personages, which point backwards
to the miracle-plays, or forward to the romantic or historical
drama. One or two are almost purely miracle-play or farce ;
and towards the end one or two show some traces of classical
influence.# Subject, then, to the exceptions, the interludes—
and this, as already indicated, is a fundamental point for
staging—call for no changes of locality, with which, indeed,
the purely abstract themes of moralities could easily dispense.
The action proceeds continuously in a locality, which is either
wholly undefined, or at the most vaguely defined as in
London (Hickscorner), or in England (King Fohan). This is
referred to, both in stage-directions and in dialogue, as ‘ the
place’, and with such persistency as inevitably to suggest
a term of art, of which the obvious derivation is from the
platea of the miracle-plays.® It may be either an exterior or
an interior place, but often it is not clearly envisaged as either.
In Pardoner and Friar and possibly in Fokan the Evangelist

' Mundus et Infans, Hickscorner, Youth, Johan Evangelist, Magnificence,
Fouy Elements, Calisto and Melibaea, Nature, Love, Weathey, Johan ]ohan,
Pardoner and Friar, Four PP., Gentleness and Nobility, Witty and Witless,
Kinge Johan, Godly Queen Hestey, Wit and Science, Thersites, with the
fragmentary Albion Knight. To these must now be added Henry Medwall’s
Fulgens and Lucres (N.D., but 1500<), formerly only known by a fragment
(cf. Mediaeval Stage, 1i. 458), but recently found in the Mostyn collection,
described by F. S. Boas and A. W. Reed in T. L. S. (20 Feb. and 3 April
1919), and reprinted by S. de Ricci (1920).

3 Wealth and Health, Nice Wanton, Lusty Juventus, Impatient Poverty,
Respublica, Jacob and Esau, and perhaps Enough 1s as Good as a Feast, with
the fragmentary Love Feigned and Unfeigned.

3 Trial of Treasure, Like Will to Like, The Longer Thou Livest, the More
Fool Thou Art, Marriage of Wit and Science, Marriage between Wit and
Wisdom, New Custom, The Tide Tarriethno Man, All for Money, Disobedient
Child, Conflict of Conscience, Pedlar's Prophecy, Misogonus, Glass of
Government, Thyee Ladies of London, King Darius, Mary Magdalene,
Apius and Virginmia, with the fragmentary Cruel Debtor.

¢ For details of date and authorship cf. chh. xxiii, xxiv, and Mediaeval
Stage, ii. 439, 443. Albright, 29, attempts a classification on the basis
of staging, but not, I think, very successfully.

 Cf. e.g. Hickscorner, 544; Youth, 84, 201, 590, 633; Johan Johan,
667 ; Godly Queen Hester, 201, 635, 886 ; Wit and Science, 969 ; Wit and
Wisdom, 3, p. 60; Nice Wanton, 416 ; Impatient Poverty, 164, 726, 746,
861, 988 ; Respublica, v. i. 38 ; Longer Thou Livest, 628, 1234 ; Conflict
of Conscience, 111. i. 2; et ad infinitum. Characters in action are said to
be in place. For the platea cf. Mediacval Stage, ii. 80, 135, but Kinge
Johan, 1377, has a direction for an alarm * extra locum .
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it is a church ; in Fohan Fohan it is Johan's house. Whether
interior or exterior, a door is often referred to as the means
of entrance and exit for the characters.! 1In Fohan Fohan
a door is supposed to lead to the priest’s chamber, and there
is a long colloquy at the ‘ chamber dore’. In exterior plays
some kind of a house may be suggested in close proximity
to the ‘ place ’. In Youth and in Four Elements the characters
come and go to a tavern. The * place ' of Apius and Virginia
is before the gate of Apius. There is no obvious necessity
why these houses should have been represented by anything
but a door. The properties used in the action are few and
simple; a throne or other seat, a table or banquet (Fohan
Fohan, Godly Queen Hester, King Darius), a hearth (Nature,
Fohan Fohan), a pulpit (Fohan the Evangelist), a pail (Fohan
Fohan), a dice-board (Nice Wanton). My inference is that
the setting of the interludes was nothing but the hall in which
performances were given, with for properties the plenishing
of that hall or such movables as could be readily carried in.
Direct hints are not lacking to confirm this view. A stage
direction in Four Elements tells us that at a certain point
‘ the daunsers without the hall syng’. In Impatient Poverty
(242) Abundance comes in with the greeting, * Joye and solace
be in this hall |’ All for Money (1019) uses * this hall ’, where
we should expect * this place’. And I think that, apart from
interludes woven into the pageantry of Henry VIII's disguising
chambers, the hall contemplated was at first just the ordinary
everyday hall, after dinner or supper, with the sovereigns
or lords still on the dais, the tables and benches below pushed
aside, and a free space left for the performers on the floor,
with the screen and its convenient doors as a background and
the hearth ready to hand if it was wanted to figure in the
action. If I am right, the staged dais, with the sovereign
on a high state in the middle of the hall, was a later develop-
ment, or a method reserved for very formal entertainments.?
The actors of the more homely interlude would have had to
rub shoulders all the time with the inferior members of their
audience. And so they did. In Youth (39) the principal
character enters, for all the world:like the St. George of
a village mummers' play, with an

A backe, felowes, and gyve me roume
Or I shall make you to auoyde sone.?

! Cf. e.g. Wit and Science, 193, ' Wyt speketh at the doore'; Longer
Thou Livest, 523, ' Betweene whiles let Moros put in his head ’, 583, ' Crie
without the doore ’, &c., &c. 8 Cf. ch. vu.

* Cf. Mediaeval Stage, i. 216, and for the making of ' room ’ or ‘ a hall’
for a mask, ch. v.
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In Like Will to Like the Vice brings in a knave of clubs,
which he  offreth vnto one of the men or boyes standing by .
In King Darius (109) Iniquity, when he wants a seat, calls out

Syrs, who is there that hath a stoole ?
I will buy it for thys Gentleman ;
If you will take money, come as fast as you can.

A similar and earlier example than any of these now
presents itself in Fulgens and Lucres, where there is an induc-
tive dialogue between spectators, one of whom says to
another

I thought verely by your apparel,
That ye had bene a player.

Of a raised stage the only indication is in All for Money,
a late example of the type, where one stage-direction notes
(203), ‘ There must be a chayre for him to sit in, and vnder
it or neere the same there must be some hollowe place for
one to come vp in’, while another (279) requires ‘ some fine
conueyance ' to enable characters to vomit each other up.

I come now to nine interludes which, for various reasons,
demand special remark. In Facob and Esau (> 1558) there is
coming and going between the place and the tent of Isaac,
before which stands a bench, the tent of Jacob, and probably
also the tent of Esau. In Wit and Wisdom (> 1579) action
takes place at the entrances of the house of Wantonness, of
the den of Irksomeness, of a prison, and of Mother Bee's house,
and the prison, as commonly in plays of later types, must
have been so arranged as to allow a prisoner to take part in
the dialogue from within. Some realism, also, in the treat-
ment of the den may be signified by an allusion to ‘ these
craggie clifts . In Misogonus (c. 1560-77), the place of which
is before the house of Philogonus, there is one scene in
Melissa’s ‘ bowre * (ii. 4, 12), which must somehow have been
represented. In Thersites (1537), of which one of the char-
acters is a snail that ‘draweth her hornes in’, Mulciber,
according to the stage-directions, ‘ must have a shop made
in the place’, which he leaves and returns to, and in which
he is perhaps seen making a sallet. Similarly, the Mater of
Thersites, when she drops out of the dialogue, ‘ goeth in the
place which is prepared for her’, and hither later * Thersites
must ren awaye, and hyde hym behynde hys mothers backe '.
These four examples only differ from the normal interlude
type by some multiplication of the houses suggested in the
background, and probably by some closer approximation
than a mere door to the visual realization of these. There is
no change of locality, and only an adumbration of interior
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action within the houses, Four other examples do entail
some change of locality. Much stress must not be laid on
the sudden conversions in the fourth act of The Conflict of
Conscience (> 1581) and the last scene of Three Ladies of
London of the open ‘place’ into Court, for these are very
belated specimens of the moral. And the opening dialogue
of the Three Ladies, on the way to London, may glide readily
enough into the main action before two houses in London
itself. But in The Disobedient Child (c. 1560) some episodes
are before the house of the father, and others before that of
the son in another- locality forty miles away. In Mary
Magdalene (< 1566), again, the action begins in Magdalo, but
there is a break (842) when Mary and the Vice start on their
travels, and it is resumed at Jerusalem, where it proceeds
first in some public place, and afterwards by a sudden transi-
tion (1557) at a repast within the house of Simon. In both
cases it may be conjectured that the two localities were
indicated on opposite sides of the hall or stage, and that the
personages travelled from one to the other over the inter-
vening space, which was regarded as representing a consider-
able distance. You may call this ‘ multiple staging’, if you
will. The same imaginative foreshortening of space had been
employed both in the miracle-plays and in the ‘ Christian
Terence'.! Simon's house at Jerusalem was, no doubt,
some kind of open loggia with a table in it, directly approach-
able from the open place where the earlier part of the Jerusalem
action was located.

Godly Queen Hester (? 1525-9) has a different interest, in
that, of all the forty-four interludes, it affords the only
possible evidence for the use of a curtain. In most respects
it is quite a normal interlude. The action is continuous, in
a ‘place’, which represents a council-chamber, with a chair
for Ahasuerus. But there is no mention of a door, and while
the means of exit and entrance for the ordinary personages
are unspecified, the stage directions note, on two occasions
(39, 635) when the King goes out, that he *entreth the
trauerse '. Now ‘ traverses ' have played a considerable part
in attempts to reconstruct the Elizabethan theatre, and some
imaginative writers have depicted them as criss-crossing about
the stage in all sorts of possible and impossible directions.?

' Cf. M. L. Spencer, Corpus Christi Pageants in England, 184 ; Creize-
nach, ii. 1o1.

* Wallace, ii. 48, ‘ The Blackiriars stage was elastic in depth as well
as width, and could according to the demands of the given play be varied
by curtains or traverses of any required number placed at any required

distance between the balcony and the front of the stage'; Prélss, 89 ;
Albright, 58; cf, p. 78.
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The term is not a very happy one to employ in the discussion
of late sixteenth-century or early seventeenth-century condi-
tions. After Godly Queen Hester it does not appear again
in any play for nearly a hundred years, and then, so far as
I know, is only used by Jonson in Volpone, where it appears
to indicate a low movable screen, probably of a non-structural
kind, and by John Webster, both in The White Devil and in
The Duchess of Malfi, where it is an exact equivalent to the
‘curtains ' or ‘arras’, often referred to as screening off a
recess at the back of the stage.! Half a century later still,
it is used in the Restoration play of The Duke of Guise to
indicate, not this normal back curtain, but a screen placed
across the recess itself, or the inner stage which had developed
out of it, behind ‘ the scene .2 Webster's use seems to be an
individual one. Properly a ‘traverse’ means, I think, not
a curtain suspended from the roof, but a screen shutting off
from view a compartment within a larger room, but leaving
it open above. Such a screen might, of course, very well be
formed by a curtain running on a rod or cord® And a °‘ tra-
verse ' also certainly came to mean the compartment itself
which was so shut off# The construction is familiar in the
old-fashioned pews of our churches, and as it happens, it is
from the records of the royal chapel that its Elizabethan use
can best be illustrated. Thus when Elizabeth took her
Easter communion at St. James's in 1593, she came down,
doubtless from her ‘ closet ’ above, after the Gospel had been
read, ‘into her Majestes Travess’, whence she emerged to

! Volpone, v. 2801 (cf. p. 111); White Devil, v. iv. 70:
¢ Flamineo. I will see them,
They are behind the travers. Ile discover
Their superstitious howling.
Cornelia, the Moore and 3 other Ladies discovered, winding Marcello's
coarse ' ;
Duchess of Malfi, 1v. i. 54
‘ Herve 15 discover'd, behind a travers, the avtificiall figures of Antonio
and hs childven, appearing as if they weve dead.’

* Duke of Guise, v. 3 (quoted by Albright, 58), ‘ The scene draws, behind
it a Traverse’, and later, ‘ The Traverse is drawn. The King rises from
his Chair, comes forward ’.

* The Revels Accounts for 1511 (Brewer, ii. 1497) include 10d. for a rope
used for a ‘ travas ’ in the hall at Greenwich and stolen during a disguising.
Puttenham (1589), i. 17, in an attempt to reconstruct the methods of
classical tragedy, says that the ‘ floore or place where the players vttered
. . . had in it sundrie little diuisions by curteins as trauerses to serue for
seueral roomes where they might repaire vato and change their garments
and come in againe, as their speaches and parts were to be renewed ’.

¢ There was a traverse in the nursery of Edward V in 1474 ; cf. H. 0.
*28, ‘ Item, we will that our sayd sonne in his chamber and for all nighte
lyverye to be sette, the traverse drawne anone upon eight of the clocke ’.
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make her offering, and then ‘ retorned to her princely travess
sumptuously sett forthe’, until it was time to emerge again
and receive the communion. So too, when the Spanish
treaty was sworn in 1604, ‘ in the chappell weare two traverses
sett up of equall state in all thinges as neare as might be .
One was the King's traverse ‘ where he usually sitteth’, the
other for the Spanish ambassador, and from them they
proceeded to ‘ the halfe pace’ for the actual swearing of the
oath.! The traverse figures in several other chapel ceremonies
of the time, and it is by this analogy, rather than as a technical
term of stage-craft, that we must interpret the references to
it in Godly Queen Hester. It is not inconceivable that the
play, which was very likely performed by the Chapel, was
actually performed in the chapel.2 Nor is it inconceivable,
also, that the sense of the term ‘traverse' may have becen
wide enough to cover the screen at the bottom of a Tudor
hall,

I come now to the group of four mid-century farces,
Gammer Gurton's Needle, Fack Fuggler, Ralph Roister Doister,
and Tom Tyler, which literary historians have distinguished
from the interludes as early ‘ regular comedies’. No doubt
they show traces of Renaissance influence upon their dramatic
handling. But, so far as scenic setting is concerned, they do
not diverge markedly from the interlude type. Nor is this
surprising, since Renaissance comedy, like the classical
comedy upon which it was based, was essentially an affair of
continuous action, in an open place, before a background of
houses. Gammer Gurton’s Needle requires two houses, those
of Gammer Gurton and of Dame Chat; Fack Fuggler one, that
of Boungrace; Ralph Roister Doister one, that of Christian
Custance. Oddly enough, both Gammer Gurton’s Needle
and Fack Fuggler contain indications of the presence of
a post, so placed that it could be used in the action® Tom
Tyler, which may have reached us in a sophisticated text,
has a slightly more complicated staging. There are some quite
early features. The locality is ‘this place’ (835), and the
audience are asked (18), as in the much earlier Youth, to * make
them room’. On the other hand, as in Mary Magdalene and

! Rimbault, 150, 167. There is an elaborate description of ‘a fayer
traverse of black taffata ’ set up in the chapel at Whitehall for the funeral
of James in 1625 and afterwards borrowed for the ceremony in West-
minster Abbey.

* The chapel of Ahasuerus come in and sing (860). On the possibility
that plays may have been acted in the chapel under Ehzabeth, cf. ch. xu.

¥ G. G. Needle, 1. iv. 34; 11. 1v. 20, ‘ here, euen by this poste, Ich
sat’; Jack Juggler, 908, ' Joll his hed to a post '.
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in The Conflict of Conscience, there is at one point (512)
a transition from exterior to interior action. Hitherto it
has been in front of Tom's house; now it is within, and his
wife is in bed. An open loggia here hardly meets the case.
The bed demands some discovery, perhaps by the withdrawal
of a curtain.

I am of course aware that the forty-four interludes and the
four farces hitherto dealt with cannot be regarded as forming
a homogeneous body of Court drama. Not one of them,
in fact, can be absolutely proved to have been given at Court.
Several of them bear signs of having been given elsewhere,
including at least three of the small number which present
exceptional features.! Others lie under suspicion of having
been written primarily for the printing-press, in the hope that
any one who cared to act them would buy copies, and may
therefore never have been given at all; and it is obvious
that in such circumstances a writer might very likely limit
himself to demands upon stage-management far short of
what the Court would be prepared to meet.? This is all true
enough, but at the same time I see no reason to doubt that
the surviving plays broadly represent the kind of piece
that was produced, at Court as well as elsewhere, until well
into Elizabeth’s reign. Amongst their authors are men,
Skelton, Medwall, Rastell, Redford, Bale, Heywood, Udall,
Gascoigne, who were about the Court, and some of whom we
know to have written plays, if not these plays, for the Court ;
and the survival of the moral as a Court entertainment is
borne witness to by the Revels Accounts of 1578-9, in which
the ‘morrall of the Marriage of Mind and Measure’ still
holds its own beside the classical and romantic histories
which had already become fashionable. As we proceed,
however, we come more clearly within the Court sphere.
The lawyers stand very close, in their interests and their
amusements, to the Court, and with the next group of plays,
a characteristically Renaissance one, of four Italianate
comedies and four Senecan tragedies, the lawyers had a good
deal to do. Gascoigne’s Gray’s Inn Supposes is based directly
upon one of Ariosto’s epoch-making comedies, I Suppositi,
and adopts its staging. Jeffere’s Bugbears and the anonymous
Two Italian Gentlemen are similarly indebted to their models

! The manuscript of Misogonus was written at Kettering. The prologue
of Mary Magdalene is for travelling actors, who had given it at a university,
Thersites contains local references (cf. Boas, 20) suggesting Oxford. Both
this and The Disobedient Child are adaptations of dialogues of Ravisius
Text&r, bl:lt the adapters seem to be responsible for the staging.

* Cf. ch. xxi.
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in Grazzini's La Spiritata and Pasqualigo’s Il Fedele. Each

reserves complete unity of place, and the continuous action
in the street before the houses, two or three in number, of
the principal personages, is only varied by occasional collo-

uies at a door or window, and in the case of the Two Italian
gentlemm by an episode of concealment in a tomb which
stands in a ‘temple’ or shrine beneath a burning lamp.
Whetstone’s Promos and Cassandra, the neo-classical inspira-
tion of which is advertised in the prefatory epistle, follows
the same formula with a certain freedom of handling. In
the first part, opportunity for a certain amount of interior
action is afforded by two of the three houses ; one is a prison,
the other a barber’s shop, presumably an open stall with
a door and a flap-down shutter. The third is the courtesan’s
house, on which Serlio insists. This reappears in the second
part and has a window large enough for four women to sit
in.! The other houses in this part are a temple with a tomb
in it, and a pageant stage used at a royal entry. The con-
veniences of exterior action lead to a convention which often
recurs in later plays, by which royal justice is dispensed in
the street. And the strict unity of place is broken by a scene
(iv. 2) which takes place, not like the rest of the action
in the town of Julio, but in a wood through which the actors
are approaching it. Here also we have, I think, the beginnings
of a convention by which action on the extreme edge of a
stage, or possibly on the floor of the hall or on steps leading
to the stage, was treated as a little remote from the place
represented by the setting in the background. The four
tragedies were all produced at the Court itself by actors
from the Inns of Court. It is a little curious that the earliest
of the four, Gorboduc (1562), is also the most regardless of
the unity of place. While Acts 1 and 111-v are at the Court of
Gorboduc, Act 11 is divided between the independent Courts
of Ferrex and Porrex. We can hardly suppose that there was
any substantial change of decoration, and probably the same

' 1. ii. ‘ Fowre women bravelie apparelled, sitting singing in Lamiaes
windowe, with wrought Smockes, and Cawles, in their hands, as if they
were a working’. Supposes, 1v.iv, is a dialogue between Dalio the cook,
at Erostrato’s window, and visitors outside. At the beginning, ‘ Dalio
commeth to the wyndowe, and there maketh them answere *; at the end,
‘ Dalio draweth his hed in at the wyndowe, the Scenese commeth out *.
The dialogue of sc. v proceeds at the door, and finally ‘ Dalio pulleth the
Scenese in at the dores’. In Two Ital. Gent. 435, ‘ Victoria comes to
the windowe, and throwes out a letter *. It must not be assumed on the
analogy of later plays, and is in fact unlikely, that the windows of these
early ‘ houses’, or those of the ‘case’ at Ferrara in 1486, were upper
floor windows.,
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generalized palace background served for all three. Here
also the convéntion, classical enough, rules, by which the
affairs of state are conducted in the open. By 1562 the raised
stage had clearly established itself. There are no regular
stage-directions in Gorboduc, but the stage is often mentioned
in the descriptions of the dumb-shows between the acts, and
in the fourth of these there came from vnder the stage,
as though out of hell, three furies’. Similarly in Focasta
(1566) the stage opens in the dumb shows to disclose, at one
time a grave, at another the gulf of Curtius. The action of
the play itself is before the palace of Jocasta, but there are
also entrances and exits, which are carefully specified in
stage-directions as being through ‘ the gates called Electrae’
and ‘ the gates called Homoloydes '. Perhaps we are to infer
that the gates which, if the stage-manager had Vitruvius in
mind, would have stood on the right and left of the proscenium,
were labelled ‘in great letters’ with their names; and if
so, a similar device may have served in Gorboduc to indicate
at which of the three Courts action was for the time being
proceeding. Gismond of Salerne has not only a hell, for
Megaera, but also a heaven, for the descent and ascent of
Cupid. Like Focasta, it preserves unity of place, but it has
two houses in the background, the palace of Tancred and an
independent ‘ chamber’ for Gismond, which is open enough
and deep enough to allow part of the action, with Gismond
lying poisoned and Tancred mourning over her, to take place
within it. The Misfortunes of Arthur is, of course, twenty
years later than the other members of the group. But it
is true to type. The action is in front of three domus, the
‘ houses ' of Arthur and of Mordred, which ought not perhaps
historically to have been in the same city, and a cloister.
A few years later still, in 1591, Wilmot, one of the authors of
Gismond of Salerne, re-wrote it as Tancred and Gismund. He
did not materially interfere with the old staging, but he added
an epilogue, of which the final couplet runs ;

Thus end our sorrowes with the setting sun :
Now draw the curtens for our Scaene is done.

If these lines had occurred in-the original version of the
play, they would naturally have been taken as referring to
curtains used to cover and discover Gismond’s death-chamber.
But in this point Wilmot has modified the original action,
and has made Gismund take her poison and die, not in her
chamber, but on the open stage. Are we then faced, as part
of the paraphernalia of a Court stage, at any rate by 1591,
with a front curtain—a curtain drawn aside, and not sinking
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like the curtains of Ferrara and Rome, but like those curtains
used to mark the beginning and end of a play, rather than to
facilitate any changing of scenes?! It is difficult to say.
Wilmot, not re-writing for the stage, may have re-written
loosely. Or the epilogue may after all have belonged to the
first version of the play, and have dropped out of the manu-
script in which that version is preserved. The Revels Accounts
testify that ‘ great curtains’ were used in Court plays, but
certainly do not prove that they were used as front curtains.
The nearest approach to a corroboration of Wilmot is to be
found in an epigram which exists in various forms, and is
ascribed in some manuscripts to Sir Walter Raleigh.2

What is our life ? a play of passion.

Our mirth ? the musick of diuision.

Our mothers wombs the tyring houses bee
Where we are drest for liues short comedy.

The earth the stage, heauen the spectator is,
Who still doth note who ere do act amisse.

Our graues, that hyde vs from the all-seeing sun,
Are but drawne curtaynes when the play is done.

If these four comedies and four tragedies were taken alone,
it would, I think, be natural to conclude that, with the
Italianized types of drama, the English Court had also adopted
the Italian type of setting.® Certainly the tragedies would fit

3 There is a reference to a falling curtain, not necessarily a stage one,
in Alchemist, 1v. ii. 6, ‘ O, for a suite, To fall now, hke a cortine: flap’.
Such curtains were certainly used in masks; cf. ch. vi.

* Donne, Poems (ed. Grierson), i. 441 ; J. Hannah, Courtly Poets, 29.
Graves, 20, quotes with this epigram Drummond, Cypress Grove, ‘ Every
one cometh there to act his part of this tragi-comedy, called hfe, which
done, the courtaine is drawn, and he removing is said to dy . But of course
many stage deaths are followed by the drawing of curtains which are not
front curtains.

* Inns of Court and University plays naturally run on analogous lines.
For the ‘ houses ' at Cambridge 1n 1564 and at Oxford in 1566, cf. ch. vii.
The three Cambridge Latin comedies, Hymenaeus (1579), Victoria (c. 1580-3),
Pedantius (c. 1581), follow the Italian tradition. For Victoria, which has
the same plot as Two Ital. Gent., Fraunce directs, ‘' Quatuor extruendae
sunt domus, nimirum Fidelis, 1%, Fortunij, 28, Cornelij, 3%, Octauiani, 4.
Quin et sacellum quoddam erigendum est, in quo constituendum est
Cardinalis cuiusdam Sepulchrum, ita efformatum, vt claudi aperirique
possit. In Sacello autem Lampas ardens ponenda est’'. The earliest
extant tragedies, Grimald's Christus Redivivus (c. 1540) and Archipropheta
(¢c. 1547), antedate the pseudo-Senecan influence. Practical convenience,
rather than dramatic theory, imposed upon the former a unity of action
before the tomb. Grimald says, ‘ Loca item, haud usque e6 discriminari
censebat ; quin unum in proscenium, facilé & citra negocium conduci
queant ’. The latter was mainly before Herod’s palace, but seems to have
showed also John's prison at Macherus. There is an opening scene, as
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well enough into Serlio’s stately fagade of palaces, and the
comedies into his more homely group of bourgeois houses,
with its open shop, its ‘temple’, and its discreet abode of
a ruffiana.

As courtly, beyond doubt, we must treat the main outlook
of the choir companies during their long hegemony of the
Elizabethan drama, which ended with the putting down
of Paul's in 1590. Unfortunately it is not until the last
decade of this period, with the ‘court comedies’ of Lyly,
that we have any substantial body of their work, differentiated
from the interludes and the Italianate comedies, to go upon.
The Damon and Pythias of Richard Edwardes has a simple
setting before the gates of a court. Lyly’s own methods
require rather careful analysis.2 The locality of Campaspe is
throughout at Athens, in ‘the market-place’ (1. ii. 56).3
On this there are three domus : Alexander’s palace, probably
represented by a portico in which he receives visitors, and
from which inmates ‘ draw in ' (1v. iii. 32) to get off the stage;
a tub ‘ turned towardes the sun' (1. iii. 12) for Diogenes over
which he can * pry’ (v. iii. 21); a shop for Apelles, which has
a window (111. i. 18), outside which a page is posted, and open
enough for Apelles to carry on dialogue with Campaspe
(11 iii. ; 1v. iv), while he paints her within. These three domus
are quite certainly all visible together, as continuous action
can pass from one to another. At one point (I. iii. 110) the
philosophers walk direct from the palace to the tub; at
another (II1. iv. 44, 57) Alexander, going to the shop, passes
the tub on the way ; at a third (v. iv. 82) Apelles, standing at
the tub, is bidden * looke about you, your shop is on fire!’

in Promos and Cassandra, of approach to the palace (Boas, 28, 35).
Christopherson’s Jephthah, Watson’s (?) Absalon, and Gager's Meleager
(1582) observe classical unity. The latter has two houses, in one of which
an altar may have been ‘discovered’. Boas, 170, quotes two s.ds.,
‘ Transeunt venatores e Regia ad fanum Dianae ' and ‘ Accendit ligna in
ara, in remotiore scenae parte extructa '. Gager’s later plays (Boas, 179)
seem to be under the influence of theatrical staging. On Legge's Richardus
Tertius vide p. 43, infra.

' T do not suggest that the actual ‘ templum ’ in Serlio’s design, which
is painted on the backcloth, was practicable. The ruffiana’s house was,
About the shop or tavern, half-way up the rake of the stage, I am not
sure. There is an echo of the ruffiana, quite late, in London Prodigal
(1605), V. i. 44, ' Enter Ruffyn ’.

% The early editions have few s.ds. Mr. Bond supplies many, which
are based on a profound misunderstanding of Lyly’s methods of staging,
to some of the features of which Reynolds in M. P. i. §81, ii. 69, and
Lawrence, i. 237, have called attention.

* Possibly 1. i might be an approach scene outside the city, as prisoners
are sent (76) ‘ into the citie ’, but this may only mean to the interior of
the city from the market-place.
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As Alexander (v. iv. 71) tells Diogenes that he ‘ wil haue thy
cabin remoued nerer to my court’, I infer that the palace
and the tub were at opposite ends of the stage, and the shop
in the middle, where the interior action could best be seen.
In Sapho and Phao the unity of place is not so marked. All
the action is more or less at Syracuse, but, with the exception
of one scene (11 iii), the whole of the first two acts are near
Phao’s ferry outside the city. I do not think that the actual
ferry is visible, for passengers go ‘away ' (1 i. 72; ii. 69) to
cross, and no use is made of a ferryman’s house, but somewhere
quite near Sibylla sits ¢ in the mouth of her caue’ (11 i. 13),
and talks with Phao.! The rest of the action is in the city
itself, either before the palace of Sapho, or within her chamber,
or at the forge of Vulcan, where he is perhaps seen ‘ making
of the arrowes ' (1v. iv. 33) during a song. Certainly Sapho's
chamber is practicable. The stage-directions do not always
indicate its opening and shutting. At one point (11 iii. 1) we
simply get ‘ Sapho in her bed’ in a list of interlocutors; at
another (1v. i. 20) * Exit Sapho ', which can only mean that
the door closes upon her. It was a door, not a curtain, for
she tells a handmaid (v. ii. 101) to ‘shut’ it. Curtains are
* drawne’ (111 iii. 36 ; 1v. iii. 95), but these are bed-curtains,
and the drawing of them does not put Sapho’s chamber in
or out of action. As in Campaspe, there is interplay between
house and house. A long continuous stretch of action, not
even broken by the act intervals, begins with 111. ili and extends
to the end of v. ii, and in the course of this Venus sends
Cupid to Sapho, and herself waits at Vulcan’s forge (v. i. 50).
Presently (v. ii. 45) she gets tired of waiting, and without
leaving the stage, advances to the chamber and says, ‘ How
now, in Saphoes lap?' There is not the same interplay
between the city houses and Sibylla’s cave, to which the last
scene of the play returns. I think we must suppose that two
neighbouring spots within the same general locality were
shown in different parts of the stage, and this certainly
entails a bolder use of dramatic foreshortening of distance
than the mere crossing the market-placc in Campaspe. This
foreshortening recurs in Endymion. Most of the action is
in an open place which must be supposed to be near the
palace of Cynthia, or at the lunary bank (i1 iii. 9), of Endy-
mion’s slumber, which is also near the palace.? It stands in

} Action is continuous between 11. i, at the cave, and 11 ii, in which
Sapho will ‘ crosse the Ferrie . Phao told Sibylla (ir. i. 14) that he was
out of his way and benighted, but this was a mere excuse for addressing her.

* The palace itself was not necessarily staged. If it was, it was used
with the lunary bank, after visiting which Cynthia goes ‘in’ (1v. iii. 171).
She comes ‘ out * and goes ‘in’ again (v. iii. 17, 285), but these terms

229°3 D
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a grove (1v. iii. 160), and is called a ‘ caban’ (1v. iii. I1I1).
Somewhere also in the open space is, in Act v, the aspen-
tree, into which Dipsas has turned Bagoa and from which she
is delivered (v. iii. 283). But 11 ii and 1v. i are at the door of
‘ the Castle in the Deserte ’ (111 i. 41 ; ii. 1) and 111. iv is also
in the desert (cf. v. iii. 35), before a fountain. This fountain
was, however, ‘ hard by’ the lunary bank (1v. ii. 67), and
probably the desert was no farther off than the end of the
stage.! In Midas the convention of foreshortening becomes
inadequate, and we are faced with a definite change of locality.
The greater part of the play is at the Court of Midas, presum-
ably in Lydia rather than in Phrygia, although an Elizabethan
audience is not likely to have been punctilious about Anatolian
geography. Some scenes require as background a palace, to
which it is possible to go ‘in’ (1. i. 117; 11 ii. 83; 1L iii. 104).
A temple of Bacchus may also have been represented, but is
not essential. Other scenes are in a neighbouring spot,
where the speaking reeds grow. There is a hunting scene
(1v. i) on ‘the hill Tmolus’ (cf. v. iii. 44). So far Lyly’s
canons of foreshortening are not exceeded. But the last
scene (v. iii) is out of the picture altogether. The opening
words are ‘ This is Delphos’, and we are overseas, before
the temple of Apollo. In Galathea and in Love’s Metamor-
phosis, on the other hand, unity is fully achieved. The
whole of Galathea may well proceed in a single spot, on the
edge of a wood, before a tree sacred to Neptune, and in
Lincolnshire (1. iv. 12). The sea is hard by, but need not be
seen. The action of Love's Metamorphosis is rather more
diffuse, but an all-over pastoral setting, such as we see in
Serlio’s scena satirica, with scattered domus in different
glades, would serve it. Or, as the management of the Hotel
de Bourgogne would have put it, the stage is tout en pastoralle.
There are a tree of Ceres and a temple of Cupid. These are
used successively in the same scene (11. i). Somewhat apart,
on the sea-shore, but close to the wood, dwells Erisichthon.
There is a rock for the Siren, and Erisichthon’s house may
also have been shown.?2 Finally, Mother Bombie is an extreme

may only refer to a stage door. Nor do I think that the ‘ solitarie cell’
spoken of by Endymion (11. i. 41) was staged.

! Yet Eumenides, who was sent to Thessaly in 111. i, has only reached
the fountain twenty years later (1. iii. 17), although he is believed at
Court to be dead (1v. in. 54). The time of the play cannot be reduced to
consistency ; cf. Bond, iii. 14.

* In 1v. ii. 96 Protea, in a scene before the rock, says to Petulius,
‘ Follow me at this doore, and out at the other’. During the transit
she is metamorphosed, but the device is rather clumsy. The doors do
not prove that a domus of Erisichthon was visible ; they may be merely
stage-doors.
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example of the traditional Italian comic manner. The action
comes and goes, rapidly for Lyly, in an open place, surrounded
by no less than seven houses, the doors of which are freely
used.

Two other Chapel plays furnish sufficient evidence that the
type of staging just described was not Lyly’s and Lyly’s
alone.r Peele’s Arraignment of Paris is tout en pastoralle. A
poplar-tree dominates the stage throughout, and the only
house is a bower of Diana, large enough to hold the council of
gods (381, 915). A trap is required for the rising and sinking
of a golden tree (489) and the ascent of Pluto (902). Marlowe’s
Dido has proved rather a puzzle to editors who have not fully
appreciated the principles on which the Chapel plays were
produced. I think that one side of the stage was arranged
en pastoralle, and represented the wood between the sea-shore
and Carthage, where the shipwrecked Trojans land and where
later Aeneas and Dido hunt. Here was the cave where they
take shelter from the storm.? Here too must have been the
curtained-off domus of Jupiter.® This is only used in a kind
of prelude. Of course it ought to have been in heaven, but
the Gods are omnipresent, and it is quite clear that when
the curtain is drawn on Jupiter, Venus, who has been discours-
ing with him, is left in the wood, where she then meets

1 Possibly The Cobler’'s Prophecy is also a Chapel or Paul’s play; it
was given before an audience who ‘sit and see’, and to whom the pre-
senters ‘ cast comfets’ (39). The domus required for a background are
(a) Ralph's, (b) Mars’s court, (¢) Venus's court, (d) the Duke’s court, (¢) the
cabin of Contempt. From (a) to (b) is ‘ not farre hence ' (138) and ‘ a flight
shoot vp the hill * (578) ; between are a wood and a spot near Charon's
ferry. From (b) to (¢) leads ‘ Adowne the hill’ (776). At the end (¢) is
burnt, and foreshortening of space is suggested by the s.d. (1564), ‘ Enter
the Duke . . . then compasse the stage, from one part let a smoke arise :
at which place they all stay ’. At the beginning (3) ‘ on the stage Mercurie
from one end Ceres from another meete '. Summer’s Last Will and Testa-
inent, which cannot be definitely assigned either to the Chapel or to Paul’s,
continues the manner of the old interlude ; it has a stage (1570), but the
abstract action requires no setting beyond the tiled hall (205, 359, 932,
974) in which the performance was given. The Wars of Cyrus is a Chapel
play, but must be classed, from the point of view of staging, with the
plays given in public theatres (cf. p. 48).

8 Act 11 has the s.d., * The storme. Enter FEneas and Dido in the Caue
at seuerall times’ (996). . . . * Exeunt to the Caue’ (1059). They are sup-
posed to remain in the cave during the interval between Acts 111 and 1v,
after which, ‘4Anna. Behold where both of them come forth the Caue’
(1075).

3’ )Hm the Curtaines draw, there is discouered Iupiter dandling Ganimed
vpon his knee’ (1). . . . ' Exeunt Iupuer cum Ganimed’ (120). But as
Jupiter first says, ' Come Ganimed, we must about this gear ’, it may be
that they walk off. If so, perhaps they are merely * discouered * in the
wood, and the curtains are front curtains.
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Aeneas (134, 139, 173). The other side of the stage represents
Carthage. Possibly a wall with a gate in it was built across
the stage, dividing off the two regions. In the opening line
of Act 11, Aeneas says,

Where am I now ? these should be Carthage walles,

and we must think of him as advancing through the wood to
the gate.! He is amazed at a carved or printed representation
of Troy, which Virgil placed in a temple of Juno, but which
Marlowe probably thought of as at the gate. He meets other
Trojans who have already reached the city, and they call
his attention to Dido’s servitors, who ‘ passe through the
hall’ bearing a banquet. Evidently he is now within the
city and has approached a domus representing the palace.
The so-called * hall ’ is probably an open loggia. Here Dido
entertains him, and in a later scene (773) points out to him
the pictures of her suitors. There is perhaps an altar in
front of the palace, where Iarbas does his sacrifice Elogsg,
and somewhere close by a pyre is made for Dido (1692).
Either within or without the walls may be the grove in which
Ascanius is hidden while Cupid takes his place.2 If, as is
more probable, it is without, action passes through the
gate when Venus beguiles him away. It certainly does at
the beginning (912, 960) and end (1085) of the hunt, and again
when Aeneas first attempts flight and Anna brings him back
from the sea-shore (1151, 1207).

The plays of the Lylyan school, if one may so call it, seem
to me to illustrate very precisely, on the side of staging, that
blend of the classical and the romantic tempers which is
characteristic of the later Renaissance. The mediaeval
instinct for a story, which the Elizabethans fully shared, is
with difficulty accommodated to the form of an action
coherent in place and time, which the Italians had established
on the basis of Latin comedy. The Shakespearian romantic
drama is on the point of being born. Lyly and his fellow
University wits deal with the problem to the best of their
ability. They widen the conception of locality, to a city and
its environs instead of a street; and even then the narrative

+ So too (897),

This day they both a hunting forth will ride
Into these woods, adioyning to these walles.

* At the end of the banquet scene (598), ‘ Exeunt omnss ' towards the
interior of the palace, when ‘ Enter Venus at amother doore, and takes
Ascanius by the sleeue’. She carries him to the grove, and here he pre-
sumably remains until the next Act (ir1), when ‘ Enter Iuno to Ascanius
aslee[:ve ’ (811). He is then removed again, perhaps to make room for the
hunting party. I suppose the ‘another doore ' of 598 to mean a stage-door,
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sometimes proves unmanageable, and the distance from one
end of the stage to the other must represent a foreshortening
of leagues, or even of the crossing of an ocean. In the hands
of less skilful workmen the tendency was naturally accen-
tuated, and plays had been written, long before Lyly was sent
down from Magdalen, in which the episodes of breathless
adventure altogether overstepped the most elastic confines of
locality. A glance at the titles of the plays presented at Court
during the second decade of Elizabeth’s reign will show the
extent to which themes drawn from narrative literature
were already beginning to oust those of the old interlude
type.! The new development is apparent in the contributions
both of men and of boys; with this distinction, that the
boys find their sources mainly in the storehouse of classical
history and legend, while the men turn either to contemporary
events at home and abroad, or more often to the belated
and somewhat jaded versions, still dear to the Elizabethan
laity, of mediaeval romance. The break-down of the Italian
staging must thcrefore be regarded from the beginning,
as in part at least a result of the reaction of popular taste
upon that of the Court. The noblemen’s players came to
London when the winter set in, and brought with them the
pieces which had delighted bourgeois and village audiences
up and down the land throughout the summer; and on the
whole it proved easier for the Revels officers to adapt the stage
to the plays than the plays to the stage. Nor need it be
doubted that, even in so cultivated a Court as that of Elizabeth,
the popular taste was not without its echoes. .

Of all this wealth of forgotten play-making, only five
examples survive; but they are sufficient to indicate the
scenic trend.? Their affiliation with the earlier interludes
is direct. The ‘vice' and other moral abstractions still
mingle with the concrete personages, and the proscenium
is still the ‘ place .3 The simplest setting is that of Cambyses.
All is at or within sight of the Persian Court. If any domus
was represented, it was the palace, to which there are depar-
tures (567, 929). Cambyses consults his council (1-125)
and there is a banquet (965-1042) with a ‘ boorde’, at the

t Cf. ch. xxii.

* Direct evidence pointing to performance at Court is only available for
two of the five, Cambyses and Orestes.

¥ Cambyses, 75, 303, 380, 968, 1041, 1055 ; Patient Grissell, 212, 338,
966, 1048, 1185, 1291, 1972, 1984, 2069 ; Orestes, 221, 1108 ; Clyomon
and Clamydes, 1421, 1719, 1776, 1901, 1907, 1931, 1951, 2008, 2058, 2078 ;
Common Conditions, 2, 110, 544, 838, 1397, 1570; &c. Of course, the
technical meaning of ‘ place ' shades into the ordinary one.
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end of which order is given to ‘ take all these things away '}
In other episodes the Court is ‘yonder’ (732, 938); it is
only necessary to suppose that they were played well away
from the domus. One is in a ‘feeld so green’ (843-937),
and a stage-direction tells us ‘Heere trace up and downe
playing’. In another (754-842) clowns are on their way to
market.? The only other noteworthy point is that, not for
the first nor for the last time, a post upon the stage is utilized
in the action.® Patient Grissell, on the other hand, requires
two localities. The more important is Salucia (Saluzzo),
where are Gautier’s mansion, Janickell's cottage, and the
house of Mother Apleyarde, a midwife (1306). The other
is Bullin Lagras (Bologna), where there are two short
episodes (1235-92, 1877-1900) at the house of the Countess
of Pango. There can be little doubt that all the domus were
staged at once. There is direct transfer of action from
Gautier's to the cottage and back again (612-34; cf. 1719,
2042, 2090). Yet there is some little distance between, for
when a messenger is sent, the foreshortening of space is indi-
cated by the stage-direction (1835), ‘ Go once or twise about
the Staige .4 Similarly, unless an * Exiunt’ has dropped out,
there is direct transfer (1900) from Bullin Lagras to Salucia
In Orestes the problem of discrete localities is quite differently
handled. The play falls into five quasi-acts of unequal
length, which are situated successively at Mycenae, Crete,
Mycenae, Athens, Mycenae. For all, as in Gorboduc, the same
sketchy palace background might serve, with one interesting
and prophetic exception. The middle episodes (538-925),
at Mycenae, afford the first example of those siege scenes
which the Shakespearian stage came to love. A messenger
brings warning to Aegisthus and Clytemnestra of the purpose
of Orestes ‘ to inuade this Mycoene Citie stronge ’. Aegisthus
goes into the ‘realme’, to take up men, and Clytemnestra
will defend the city. There is a quarrel between a soldier
and a woman and the Vice sings a martial song. Then
‘ Horestes entrith with his bande and marcheth about the
stage '. He instructs a Herald, who advances with his trum-

! A similar instruction clears the stage at the end (1197) of & corpse,
as in many later plays; cf. p. 8o.

* The s.d. ‘one of their wives come out’ (813) does not necessarily
imply a clown’s domus. Cambyses fluctuates between the actor’s notion
that personages come ‘ out ' from the tiring-house, and the earlier notion
of play-makers and audience that they go ‘ out’ from the stage. Thus
‘ Enter Venus leading out her son ’ (843), but ‘ goe out Venus and Cupid ’
at the end of the same episode (880).

3 * Come, let us run his arse against the poste * (186) ; cf. pp. 27, 75.

¢ For later examples cf. p. g99.
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peter. ‘Let y® trumpet go towarde the Citie and blowe.’
Clytemnestra answers. ‘ Let y® trumpet leaue soundyng and
let Harrauld speake and Clytemnestra speake ouer y® wal.'
Summons and defiance follow, and Orestes calls on his men
for an assault. ‘Go and make your liuely battel and let it
be longe, eare you can win y* Citie, and when you haue won
it, let Horestes bringe out his mother by the armes, and let
y® droum sease playing and the trumpet also, when she is
taken.” But now Aegisthus is at hand. ‘ Let Egistus enter
and set hys men in a raye, and let the drom play tyll Horestes
speaketh.” There is more fighting, which ends with the
capture and hanging of Aegisthus. ‘ Fling him of y® lader,
and then let on bringe in his mother Clytemnestra; but let
her loke wher Egistus hangeth’. Finally Orestes announces
that ‘ Enter now we wyll the citie gate’. In the two other
plays the changes of locality come thick and fast. The
action of Clyomon and Clamydes begins in Denmark, and passes
successively to Swabia, to the Forest of Marvels on the borders
of Macedonia, to the Isle of Strange Marshes twenty days’
sail from Macedonia, to the Forest again, to the Isle again,
to Norway, to the Forest, to the Isle, to the Forest, to a road
near Denmark, to the Isle, to Denmark. Only two domus
are needed, a palace (733) in the Isle, and Bryan Sans Foy's
Castle in the Forest. This is a prison, with a practicable
door and a window, from which Clamydes speaks (872).
At one point Providence descends and ascends (1550-64).
In one of the Forest scenes a hearse is brought in and it is still
there in the next (1450, 1534), although a short Isle scene has
intervened. This looks as though the two ends of the stage
may have been assigned throughout to the two principal
localities, the Forest and the Isle. Some care is taken to let
the speakers give the audience a clue when a new locality
is made use of for the first time. Afterwards the recurrence
of characters whom they had already seen would help them.
The Norway episode (1121) is the only one which need have
much puzzled them. But Clyomon and Clamydes may have
made use of a peculiar device, which becomes apparent in
the stage-directions of Common Conditions. The play opens
in Arabia, where first a spot near the Court and then a wood
are indicated ; but the latter part alternates between Phrygia,
near the sea-shore, and the Isle of Marofus. No domus is
necessary, and it must remain uncertain whether the wood
was represented by visualized trees. It is introduced (295)
with the stage-direction, * Here enter Sedmond with Clarisia
and Condicions out of the wood'. Similarly Phrygia is
introduced (478) with * Here entreth Galiarbus out of Phrygia’,
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and a few lines later (510) we get ‘ Here enter Lamphedon
out of Phrygia’. Now it is to be noted that the episodes
which follow these directions are not away from, but in the
wood and Phrygia respectively ; and the inference has been
drawn that there were labelled doors, entrance through one
of which warned the spectators that action was about to
take place in the locality whose title the label bore.! This
theory obtains some plausibility from the use of the gates
Homoloydes and Electrae in Focasta; and perhaps also from
the inscribed house of the ruffiana in Serlio’s scena comica,
from the early Terence engravings, and from certain examples
of lettered mansions in French miracle-plays.2 But of course
these analogies do not go the whole way in support of a prac-
tice of using differently lettered entrances to help out an
imagined conversion of the same ‘place’ into different
localities. More direct confirmation may perhaps be derived
from Sidney’s criticism of the contemporary drama in his
Defence of Poesie (c. 1583). There are two passages to be
cited.3 The first forms part of an argument that poets are
not liars. Their feigning is a convention, and is accepted
as such by their hearers. ‘What Childe is there’, says
Sidney, ‘ that, comming to a Play, and seeing Thebes written
in great letters vpon an olde doore, doth beleeue that it is
Thebes? ' Later on he deals more formally with the stage,
as a classicist, writing after the unity of place had hardened
into a doctrine. Even Gorboduc is no perfect tragedy.

‘ For it is faulty both in place and time, the two necessary com-
panions of all corporall actions. For where the stage should alwaies
represent but one place, and the vitermost time presupposed in it
should be, both by Aristotles precept and common reason, but
one day, there is both many dayes, and many places, inartificially
imagined. But if it be so in Gorboduck, how much more in al the
rest ? where youshalhaue 4sia of the one side, and Affrick of the other,
and so many other vnder-kingdoms, that the Player, when he commeth
in, must ever begin with telling where he is, or els the tale wil not be
conceiued. Now ye shal baue three ladies walke to gather flowers, and
then we must beleeue the stage to be a Garden. By and by, we heare

? Lawrence (i. 41), Title and Locality Boards on the Pre-Restoration Stage.

* Lawrence, i. 55. No English example of an inscribed miracle-play
domus has come to light,

* Gregory Smith, Elizabethan Critical Essays, i. 185, 197 (cf. App. C,
No. xxxiv). Sidney’s main argument is foreshadowed in Whetstone's
Epistle to Promos and Cassandra (1578 ; cf. App. C, No. xix), ‘ The English-
man in this quallitie, is most vaine, indiscreete, and out of order; he
fyrst groundes his worke on impossibilities : then in three howers ronnes
he throwe the worlde: marryes, gets children, makes children men, men

to conquer kingdomes, murder monsters, and bringeth Gods from Heaven,
and fetcheth Divels from Hel ',
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newes of shipwracke in the same place, and then wee are to blame if
we accept it not for a Rock. Vpon the backe of that, comes out a
hidijous Monster, with fire and smoke, and then the miserable beholders
are bounde to take it for a Caue. While in the meantime two Ariies
flye in, represented with foure swords and bucklers, and then what
harde heart will not receiue it for a pitched fielde ? *

It is evident that the plays which Sidney has mostly in
mind, the ‘al the rest’ of his antithesis with Gorboduc, are
precisely those romantic histories which the noblemen’s
players in particular were bringing to Court in his day, and of
which Clyomon and Clamydes and Common Conditions may
reasonably be taken as the characteristic débris. He hints at
what we might have guessed that, where changes of scene
were numerous, the actual visualization of the different
scenes left much to the imagination. He lays his finger
upon the foreshortening, which permits the two ends of the
stage to stand for localities separated by a considerable
distance, and upon the obligation which the players were
under to let the opening phrases of their dialogue make it
clear where they were supposed to be situated. And it cer-
tainly seems from the shorter passage, as if he was also
familiar with an alternative or supplementary device of
indicating locality by great letters on a door. The whole
business remains rather obscure. What happened if the
distinct localities were more numerous than the doors?
Were the labels shifted, or were the players then driven, as
Sidney seems to suggest, to rely entirely upon the method of
spoken hints? The labelling of special doors with great
letters must be distinguished from the analogous use of great
letters, as at the Phormio of 1528, to publish the title of a play.}
That this practice also survived in Court drama may be
inferred from Kyd's Spanish Tragedy, in which Hieronimo
gives a Court play, and bids his assistant (1v. iii. 17) ‘ hang
up the Title: Our scenc is Rhodes’. Even if the ‘scene’
formed part of the title in such cases, it would only name
a generalized locality or localities for the play, and would
not serve as a clue to the localization of individual episodes.?

! Cf. p. 20.

* Gibson had used written titles to name his pageant buildings; cf.
Brewer, ii. 1501; Halle, i. 40, 54. The Westminster accounts ¢. 1566
(cf. ch. xii) include an item for * drawing the tytle of the comedee '. The
Revels officers paid * for the garnyshinge of xiiij titles * in 1579-80, and
for the ‘ painting of ix. titles with copartmentes’ in 1580-1 (Feuillerat,
Elis. 328, 338). The latter number agrees with that of the plays and tilt
challenges for the year; the former is above that of the nine plays recorded,

and Lawrence thinks that the balance was for locality-titles. But titles
were also sometimes used in the course of action. Thus Tide Tarricth
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A retrospect over this discussion of Tudor staging, which
is mainly Court staging, up to a point well subsequent to the
establishment of the first regular theatres, seems to offer the
following results. The earliest interludes, other than revivals
of Plautus and Terence or elements in spectacular disguisings,
limited themselves to the setting of the hall in which they
were performed, with its doors, hearth, and furniture. In
such conditions either exterior or interior action could be
indifferently represented. This arrangement, however, soon
ceased to satisfy, in the Court at any rate, the sixteenth-
century love of decoration; and one or more houses were
introduced into the background, probably on a Renaissance
rather than a mediaeval suggestion, through which, as well
as the undifferentiated doors, the personages could come
and go. The addition of an elevated stage enabled traps to
be used (All for Money, Gorboduc, Focasta, Gismond of Salerne,
Arraignment of Paris); but here, as in the corresponding
device of a descent from above (Gismond of Salerne, Clyomon
and Clamydes), it is the mediaeval grading for heaven and
hell which lies behind the Renaissance usage. With houses
in the background, the normal action becomes uniformly
exterior. If a visit is paid to a house, conversation takes place
at its door rather than within. The exceptions are rare and
tentative, amounting to little more than the provision of
a shallow recess within a house, from which personages,
usually one or two only, can speak. This may be a window

Two Italian Gentlemen, Promos and Cassandra), a prison
éWit and Wisdom, Promos and Cassandra, Clyomon and
Clamydes), a bower (Misogonus, Endymion, Dido, Arraignment
of Paris), a tub (Campaspe), a shrine or tomb (Two Italian
Gentlemen, Promos and Cassandra), a shop (Thersites, Promos
and Cassandra, Campaspe, Sapho and Phao), a bed-chamber
(Gismund of Salerne, Tom Tyler, Sapho and Phao). Somewhat
more difficulty is afforded by episodes in which there is a
banquet (Mary Magdalene, Dido, Cambyses), or a law court
(Conflict of Conscience), or a king confers with his councillors
(Midas, Cambyses). These, according to modern notions,
require the setting of a hall; but my impression is that the
Italianized imagination of the Elizabethans was content

for No Man has the s.d. (1439), ‘ Christianity must enter with a sword,
with a title of pollicy, but on the other syde of the tytle, must be written
gods word, also a shield, wheron must be written riches, but on the other
syde of the shield must be Fayth’. Later on (1501) Faithful ‘ turneth
the titles '. Prologues, such as those of Damon and Pythias, Respublica,
and Conflict of Conscience, which announce the names of the plays, tell
rather against the use of title-boards for those plays. For the possible
use of both title- and scene-boards at a later date, cf. pp. 126, 154.
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to accept them as taking place more or less out of doors, on
the steps or in the cortile of a palace, with perhaps some
arcaded loggia, such as Serlio suggests, in the background,
which would be employed when the action was supposed to
be withdrawn from the public market-place or street. And
this convention I believe to have lasted well into the Shake-
spearian period.!

The simplicity of this scheme of staging is broken into,
when a mediaeval survival or the popular instinct for story-
telling faces the producer with a plot incapable of continuous
presentation in a single locality. A mere foreshortening of
the distance between houses conceived as surrounding one
and the same open platea, or as dispersed in the same wood,
is hardly felt as a breach of unity. But thc principle is
endangered, when action within a city is diversified by one or
more ‘approach’ episodes, in which the edge of the stage or the
steps leading up to it must stand for a road or a wood in the
environs (Promos and Cassandra, Sapho and Phao, Dido).
It is on the point of abandonment, when the foreshortening
is carried so far that one end of the stage represents one
locality and the other end another at a distance (Disobedient
Child, Mary Magdalene, Endymion, Midas, Patient Grissell).
And it has been abandoned altogether, when the same back-
ground or a part of it is taken to represent different localities
in different episodes, and ingenuity has to be taxed to find
means of informing the audience where any particular bit
of action is proceeding (Gorboduc, Orestes, Clyomon and
Clamydes, Common Conditions).?

After considering the classicist group of comcdies and
tragedies, I suggested that these, taken by themselves, would
point to a method of staging at the Elizabethan Court not
unlike that recommended by Serlio. The more comprehensive
survey now completed points to some revision of that judge-
ment. Two localities at opposite ends of the stage could not,
obviously, be worked into a continuous architectural fagade.
They call for something more on the lines of the multiple
setting of the Hotel de Bourgogne, although the width of the
Elizabethan palace halls may perhaps have accommodated

' Cf. pp. 60, 63.

* In the Latin academic drama the transition between classical and
romantic staging is represented by Legge’s Richardus Tertius (1580). Thus
is Senecan in general character, but unity of place is not strictly observed.
A s.d. to the first Actio (iii. 64) is explicit for the use of a curtain to dis-
cover a recessed interior, ‘ A curtaine being drawne, let the queene appeare
in y® sanctuary, her 5 daughters and maydes about her, sittinge on packs,
f:zlells, chests, cofers. The queene sitting on y® ground with fardells
about her ’.
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a longer stage than that of the Hotel, and permitted of a less
crude juxtaposition of the houses belonging to distinct locali-
ties than Mahelot offers us. Any use of perspective, for which
there is some Elizabethan evidence, was presumably within
the limits of one locality.?

The indications of the Revels Accounts, scanty as they are,
are not inconsistent with those yielded by the plays.? If the
Orestes of 1567-8, as may reasonably be supposed, was
Pikeryng’s, his ‘ howse ' must have been the common structure
used successively for Mycenae, Crete, and Athens. The
‘ Scotland and a gret Castell on thothere side’ give us the
familiar arrangement for two localities. I think that the
‘ city * of the later accounts may stand for a group of houses
on one street or market-place, and a ‘ mountain’ or ‘ wood'’
for a setting tout en pastoralle. There were tents for A
Game of the Cards in 1582-3, as in Facob and Esau, a prison
for The Four Sons of Fabius in 1579-80, as in several extant
plays. I cannot parallel from any early survival the senate
house for the Quintus Fabius of 1573—4, but this became
a common type of scene at a later date. These are recessed
houses, and curtains, quite distinct from the front curtain,
if any, were provided by the Revels officers to open and close
them, as the needs of the action required. Smaller structures,
to which the accounts refer, are also needed by the plays;
a well by Endymion, a gibbet by Orestes, a tree by The
Arraignment of Paris, and inferentially by all pastoral, and
many other plays. The brief record of 1567-8 does not
specify the battlement or gated wall, solid enough for Clytem-
nestra to speak ‘ouer y® wal’, which was a feature in the
siege episode of Orestes. Presumably it was part of the
‘ howse ’, which is mentioned, and indeed it would by itself
furnish sufficient background for the scenes alike at Mycenae,
Crete, and Athens. If it stood alone, it probably extended
along the back of the stage, where it would interfere least
with the arrays of Orestes and of Aegisthus. But in the
accounts of 1579-85, the plays, of which there are many,
with battlements also, as a rule, have cities, and here we must
suppose some situation for the battlement which will not
interfere with the city. If it stood for the gate and wall of
some other cit%l, it may have been reared at an opposite end
of the stage. In Dido, where the gate of Troy seems to have
been shown, although there is no action ‘ouer’ it, I can
visualize it best as extending across the middle of the stage
from back to front. With an unchanging setting it need not

' Cf. p. 21 8 Cf. ch. vii,
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always have occupied the same place. The large number of
plays between 1579 and 1585 which required Battlements, no
less than fourteen out of twenty-eight in all, is rather striking.
No doubt the assault motive was beloved in the popular
type of drama, of which Orestes was an early representative.
A castle in a wood, where a knight is imprisoned, is assaulted
in Clyomon and Clamydes, and the Shakespearian stage
never wearied of the device. I have sometimes thought
that with the Revels officers * battlement’' was a technical
term for any platform provided for action at a higher level
than the floor of the stage. Certainly a battlement was
provided in 1585 for an entertainment which was not a play
at all, but a performance of feats of activities.! But as a
matter of fact raised action, so common in the Shakespearian
period, is extremely rare in these early plays. With the
exceptions of Clytemnestra peering over her wall, and the
descents from heaven in Gismond of Salerne and Clyomon
and Clamydes, which may of course have been through the
roof rather than from a platform, the seventy or so plays
just discussed contain nothing of the kind. There are,
however, two plays still to be mentioned, in which use is
made of a platform, and one of these gives some colour to
my suggestion. In 1582 Derby’s men plaved Love and Fortune
at Court, and a city and a battlement, together with some
other structure of canvas, the name of which is left blank,
were provided. This may reasonably be identified with the
Rare Triumphs of Love and Fortune, which claims on its
title-page of 1589 to have been played before the Queen.
It is a piece of the romantic type. The action is divided
between a court and a cave in a wood, which account for the
city and the unnamed structure of the Revels record. They
were evidently shown together, at opposite ends of the stage,
for action passes directly from one to the other. There is
no assault scene. But there is an induction, in which the gods
are in assembly, and Tisiphone arises from hell. At the end
of it Jupiter says to Venus and Fortune:

Take up your places here, to work your will,
and Vulcan comments :
They are set sunning like a crow in a gutter.

They remain as spectators of the play until they ‘shew
themselves ' and intervene in the dénouement. Evidently
they are in a raised place or balcony. And this balcony
must be the battlement. An exact analogy is furnished by

! Feuillerat, Eliz. 365.
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the one of Lyly’s plays to which I have not as yet referred.
This is The Woman in the Moon, Lyly’s only verse play,
and possibly of later date than his group of productions
with the Paul's boys. The first act has the character of an
induction. Nature and the seven Planets are on the stage
and ‘' They draw the curtins from before Natures shop’.
During the other four there is a human action in a pastoral
setting with a cave, beneath which is a trap, a grove on the
bank of Enipeus, and a spot near the sea-shore. And through-
out one or other of the Planets is watching the play from
a ‘seate’ (1. 176; ur i. 1) above, between which and the
stage they ‘ ascend ’ and ‘ descend ’ (1. 138, 230; 11. 174, 236 ;
L ii. 35; 1Iv. 3).



XX

STAGING IN THE THEATRES:
SIXTEENTH CENTURY

[For Bibliographical Note, vide ch. xviii.]%

In dealing with the groups of plays brought under review
in the last chapter, the main problem considered has been that
of their adaptability to the conditions of a Court stage. In
the present chapter the point of view must be shifted to that
of the common theatres. Obviously no hard and fast line
is to be drawn. There had been regular public performances
in London since the beginning of Elizabeth’s reign or earlier,
and there is no reason to suppose that the adult companies
at least did not draw upon the same repertory both for
popular and for private representation. But there is not
much profit in attempting to investigate the methods of
staging in the inns, of which we know nothing more than
that quasi-permanent structures of carpenter’s work came
in time to supplement the doors, windows, and galleries
which surrounded the yards; and so far as the published
plays go, it is fairly apparent that, up to the date of the
suppression of Paul’s, the Court, or at any rate the private,
interest was the dominating one. A turning-point may be
discerned in 1576, at the establishment, on the one hand of
the Theatre and the Curtain, and on the other of Farrant's
house in the Blackfriars.¥ It is not likely that the Blackfriars
did more than reproduce the conditions of a courtly hall.
But the investment of capital in the Theatre and the Curtain
was an incident in the history of the companies, the economic
importance of which has already been emphasized in an earlier
discussion.! It was followed by the formation of strong
theatrical organizations in the Queen’s men, the Admiral’s,
Strange’s, the Chamberlain’s. For a time the economic
changes are masked by the continued vogue of the boy
com?anies; but when these dropped out at the beginning of
the ’nineties, it is clear that the English stage had become
a public stage, and that the eyes of its controllers were fixed
primarily upon the pence gathered by the box-holders, and

1 Cf. ch. xi.
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only secondarily upon the rewards of the Treasurer of the

The first play published * as it was publikely acted ’ is the
Troublesome Raigne of Fohn of 1591, and henceforward
I think it is true to say that the staging suggested by the
public texts and their directions in the main represents
the arrangements of the public theatres. There is no sudden
breach of continuity with the earlier period, but that con-
tinuity is far greater with the small group of popular plays
typified by Clyomon and Clamydes and Common Conditions,
than with anything which Lyly and his friends produced at
Paul's or the Blackfriars. Again it is necessary to beware
of any exaggeration of antithesis. There is one Chapel play,
The Wars of Cyrus, the date of which is obscure, and the
setting of which certainly falls on the theatre rather than
the Court side of any border-line. On the other hand, the
Queen’s men and their successors continued to serve the
Court, and one of the published Queen’s plays, The Old Wive's
Tale, was evidently staged in a way exactly analogous to
that adopted by Lyly, or by Peele himself in The Arrasgnment
of Paris. 1t is tout en pastoralle, and about the stage are

ispersed a hut with a door, at the threshold of which pre-
senters sit to watch the main action (71, 128, 1163), a little
hill or mound with a practicable turf 3512, 734, 1034), a cross
(173, 521), a ‘ well of life’ (743, 773), an inn before which
a table is set (9o4, 916), and a ‘cell’ or ‘studie’ for the
conjurer, before which ‘he draweth a curten’ (411, 773,
1060).! Of one other play by Peele it is difficult to take any
account in estimating evidence as to staging. This is David
and Bethsabe, of which the extant text apparently represents
an attempt to bring within the compass of a single perform-
ance a piece or fragments of a piece originally written in three
* discourses '. I mention it here, because somewhat undue
use has been made of its opening direction in speculations as
to the configuration of the back wall of the public stage.?
It uses the favourite assault motive, and has many changes
of locality. The title-page suggests that in its present form
it was meant for public performance. But almost anything
may lie behind that present form, possibly a Chapel play,
possibly a University play, or even a neo-miracle in the
tradition of Bale; and the staging of any particular scene

! There are four presenters, but, in order to avoid crowding the stage,
they are reduced to two by the sending of the others to bed within the
hut (128).

* Albnght, 66; Reynolds, i. 11.
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may contain original elements, imperfectly adapted to later
conditions.

Counting in The Wars of Cyrus then, and counting out
The Old Wive's Tale and David and Bethsabe, there are about
seventy-four plays which may reasonably be taken to have
been presented upon common stages, between the establish-
ment of the Queen’s men in 1583 and the building of the Globe
for the Chamberlain’s men in 1599 and of the Fortune for the
Admiral’s men in 1600. With a few exceptions they were also
published during the same period, and the scenic arrangements
implied by their texts and stage-directions may therefore
be looked upon as those of the sixteenth-century theatres.
These form the next group for our consideration. Of the
seventy-four plays, the original production of nine may
with certainty or fair probability be assigned to the Queen's
men, of two to Sussex's, five to Pembroke’s, fourteen to
Strange's or the Admiral’s or the two in combination, thirteen
to the Admiral's after the combination broke up, seventeen
to the Chamberlain’s, three to Derby's, one to Oxford’s,
and one to the Chapel; nine must remained unassigned.!
It is far less easy to make a guess at the individual theatre
whose staging each play represents. The migrations of the
companies before 1594 in the main elude us. Thereafter
the Admiral’s were settled at the Rose until 1600. The
Chamberlain’s may have passed from the Theatre to the Cur-
tain about 1597. The habitations of the other later com
panies are very conjectural. Moreover, plays were carried

' Queen’s, Three Lovds and Three Ladies of London, 1, 2 Troublesome
Reign of King John, Selimus, Looking-Glass for London and Emngland,
Famous Victories of Henry V, James IV, King Leir, True Tragedy of
Richard 11l ; Sussex’s, George a Greene, Titus Andronicus; Pembroke's,
Edwayd II, Taming of a Shrew, 2, 3 Henvy VI, Richard I1I; Strange’s
or Admiral's, 1, 2 Tamburlaine, Spanish Tragedy, Orlando Furioso, Fair
Em, Battle of Alcazar, Knack to Know a Knave, Friar Bacon and Friar
Bungay, 1 Henry VI, Comedy of Errors, Jew of Malta, Wounds of Civil
Way, Dr. Faustus, Four Prentices of London ; Admiral’s, Knack to Know
an Honest Man, Blind Beggar of Alexandria, Humorous Day's Murth,
Two Angry Women of Abingdon, Look About You, Shoemaker's Holiday,
Old Fortunatus, Patient Grissell, 1 Sivr John Oldcastle, Captain Thomas
Stukeley, 1, 2 Robert Earl of Huntingdon, Englishmen for my Money ;
Chamberlain’s, Edward III, 1 Richard 11, Sir Thomas More, Taming of
the Shrew, Two Gentlemen of Verona, Love's Labour's Lost, Romeo and
Juliet, Midsummey-Night's Dream, Richard 11, King John, Merchant of
Venice, 1, 2 Henvy 1V, Every Man in his Humowr, Warning for Fair
Women, A Larum for London, Thomas Lord Cromwell (the last two
possibly Globe plays); Derby’s, 1, 2 Edward IV, Trial of Chivalry ; Oxford’s,
Weakest Goeth to the Wall ; Chapel, Wars of Cyrus; Unknown, Arden of
Feversham, Soliman and Peyseda, Edward I, Jack Straw, Locrine, Mucedorus,
Alphonsus, 1, 2 Contention of York and Lancaster.

2329'3 E
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from theatre to theatre, and even transferred from company
to company. Titus Andronicus, successively presented by
Pembroke's, Strange'’s, Sussex’s, and the Chamberlain’s, is
an extreme case in point. The ideal method would have been
to study the staging of each theatre separately, before coming
to any conclusion as to the similarity or diversity of their
arrangements. This is impracticable, and I propose there-
fore to proceed on the assumption that the stages of the
Theatre, the Curtain, and the Rose were in their main
features similar. For this there is an a priori argument
in the convenience of what Mr. Archer calls a ‘ standardisa-
tion of effects’, especially at a time when the bonds between
companies and theatres were so loose.! Moreover, the Theatre
and the Curtain were built at much the same date, and
although there was room for development in the art of
theatrical architecture before the addition of the Rose,
I am unable, after a careful examination of the relevant
plays, to lay my finger upon any definite new feature which
Henslowe can be supposed to have introduced. It is exceed-
ingly provoking that the sixteenth-century repertory of the
Swan has yielded nothing which can serve as a point de liaison
between De Witt's drawing and the mass of extant texts.

It will be well to begin with some analysis of the various
types of scene which the sixteenth-century managers were
called upon to produce; and these may with advantage be
arranged according to the degree of use which they make
of a structural background.? There are, of course, a certain
number of scenes which make no use of a background at
all, and may in a sense be called unlocated scenes—mere
bits of conversation which might be carried on between the
speakers wherever they happened to meet, and which give no
indication of where that meeting is supposed to be. Perhaps
these scenes are not so numerous as is sometimes suggested.?
At any rate it must be borne in mind that they were located

' Quarterly Review, ccviii. 446.

* T here use ‘scene’ in the sense of a continuous section of action in
an unchanged locality, and do not follow either the usage of the play-
wrights, which tends to be based upon the neo-classical principle that
the entrance or exit of a speaker of importance constitutes a fresh scene,
or the divisions of the editors, who often assume a change of locality
where none has taken place; cf. ch. xxii. I do not regard a scene as
broken by a momentary clearance of the stage, or by the opening of
a recess in the background while speakers remain on the stage, or by the
transference of action from one point to another of the background if
this transference merely represents a journey over a foreshortened distance
between neighbouring houses.

* Albright, 114; Thorndike, 102,
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to the audience, who saw them against a background,
although, if they were kept well to the front or side of the
stage, their relation to that background would be minimized.

A great many scenes are in what may be called open country
—in a road, a meadow, a grove, a forest, a desert, a mountain,
a sea-shore. The personages are travelling, or hunting, or
in outlawry, or merely taking the air. The background does
not generally include a house in the stricter sense ; but there
may be a cottage,! a hermit’s or friar’s cell,2 a rustic bower,3
a cave,® a beacon.® Even where there is no evidence, in
dialogue or stage-directions, for a dwelling, a table or board
may be suddenly forthcoming for a banquet.® There may be
a fountain or well,” and a few scenes seem to imply the
presence of a river.® But often there is no suggestion of any

' Downfall of R. Hood, v. i.

3 Alphonsus, 163; K. to K. Honest Man, 71. The friar’s cell of T G.
v. i may be in an urban setting, as Silvia bids Eglamour go ‘ out at the
postern by the abbey wall ’; that of R. J. 1. iii, vi; mniii; 1v.i; v. 2
seems to be in rural environs. How far there is interior action is not
clear. None is suggested by 11 or v. In mr. iii (Q,) the Friar bids Romeo
‘ come forth ’ (1), and Romeo falls ‘ upon the ground * (69). Then ‘ Enter
Nurse and knocke’ (71). After discussing the knock, which is twice
repeated, the Friar bids Romeo ‘' Run to my study ' and calls ‘ I come ".
Then ‘ Enter Nurse ' (79) with ‘ Let me come in’. Romeo has not gone,
but is still ‘ There on the ground’ (83). Q, is in the main consistent
with this, but the first s d. is merely ‘ Nurse knockes ’, and after talking
to Romeo, ‘ Nurse offers to goe mn and turnes againe’ (163). In 1v. 1
(Q, and Q,) the Friar observes Juliet coming ‘' towards my Cell’ (17),
and later Juliet says ‘ Shut the door ’ (44) ; cf. p. 83.

* Downfall of R. Hood, 1. ii, ‘ Curtaines open, Robin Hoode sleepes
on a greenggbanke and Marian strewing flowers on him’ . . . ‘ yonder is
the bower ’; Death of R. Hood, 1. v; cf. 1. iv, ‘ Let us to thy bower ’.

¢ B. B. of Alexandria, scc. i, iv; Battle of Alcazar, ii. 325, where the pre-
senter describes Nemesis as awaking the Furies, ‘ In caue as dark as hell,
and beds of steele’, and the corresponding s.d. in the plot (H. P. 139) is
‘ Enter aboue Nemesis . . . to them lying behinde the Curtaines 3 Furies'.

8 K. Leir, scc. Xxxvii—-xxxii.

¢ K. Leir, sc. xxiv, ‘ Enter the Gallian King and Queene, and Mumford,
with a basket, disguised like Countrey folke’. Leir meets them, com-
plaining of ‘ this vnfruitfull soyle ’, and (2178) ‘ She bringeth him to the
table ’; B. B. of Alexandria, sc. iii.

' B. B. of Alexandria, sc. iii.

8 Locrine, 11. i (d.s.), * A Crocadile sitting on a riuers banke, and a little
snake stinging it. Then let both of them fall into the water ’; 1v. v. 1756
(a desert scene), ‘ Fling himselfe into the riuer’; v. vi. 2248 (a battle-field
scene), ‘ She drowneth her selfe ' ; Weakest Goeth to the Wall, 1. i (d.s.),
* The Dutches of Burgundie . . . leaps into a Riuer, leaning the child vpon
the banke ’; Trial of Chivalry, C\¥, ' yon fayre Riuer side, which parts
our Camps’; E,, ‘' This is our meeting place; here runs the streame
That parts our camps’; cf. p.go. A. of Feversham, 1v. ii and iii are,
like part of Sapho and Phao (cf. p. 33), near a ferry, and ‘Shakebag
falles into a ditch ’, but the river 1s not necessarily shown.
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surroundings but rocks or trees, and the references to the
landscape, which are frequently put in the mouths of speakers,
have been interpreted as intended to stimulate the imagina-
tion of spectators before whose eyes no representation, or
a very imperfect representation, of wilderness or woodland
had been placed.! But it is not likely that this literary
artifice was alone relied upon, and in some cases practicable
trees or rocks are certainly required by the action and must
have been represented.? There are plays which are set
continuously in the open country throughout, or during a
succession of scenes, and are thus analogous to Court plays
tout en pastoralle. But there are others in which the open-
country scenes are only interspersed among scenes of a diffe-
rent type.®

Nothing was more beloved by a popular audience, especially
in an historical play or one of the Tamburlaine order, than
an episode of war. A war scene was often only a variety
of the open-country scene. Armies come and go on the road,
and a battle naturally takes place in more or less open
ground. It may be in a wood, or a tree or river may be
introduced.# Obviously large forces could not be shown
on the stage.

1 Two late testimonies may be held to support the theory. In T. N. K.
(King’s, ¢. 1613), m. i. 31, ' Enter Palamon as out of a Bush’, but cf.
11, vi. 1, ‘ Enter Palamon from the Bush’. The Prologue to Woman
Killed with Kindness (Worcester’s, 1603) says :

I come but like a harbinger, being sent
To tell you what these preparations mean:
Look for no glorious state ; our Muse is bent
Upon a barren subject, a bare scene.
We could afford this twig a timber tree,
Whose strength might boldly on your favours build ;
Our russet, tissue ; drone, a honey bee ;
Our barren plot, a large and spacious field.
These rhetorical antitheses are an apology for meanness of theme, rather
than, like the prologues to Henry V, for scenic imperfections, and I hesitate
to believe that, when the actor said ‘ twig ’, he pointed to a branch which
served as sole symbol on the stage for a woodland.

* Lookimg-Glass, v. iii. 2059, 2075, ‘ Lo, a pleasant shade, a spreading
vine . . . A Serpent deuoureth the vine'; O. Furioso, 5§72, ‘' Sacrepant
hangs vp the Roundelayes on the trees’ (cf. 4. Y. L. ur. ii. 1, ' Hang
there, my verse, in witness of my love ') ; B.B. of Alexandria, sc. vi,
‘Here’'s a branch, forsooth, of your little son turned to a mandrake
tree ' ; Old Fortunatus, 1-357, where Fortunatus dreams under a tree,
1861-2128, where there are apple- and nut-trees in a wilderness ; &c., &c.
Simon Forman in 1611 saw Macbeth and Banquo ‘ ridinge thorowe a wod ’
(N.S.S. Trans. 1875-6, 417), although from the extant text we could
have inferred no trees in 1. iii.

.....

T. A. Women of Abingdon, scc. vii, ix-xii.
¢ Edw. I, 2391, ‘' I must hang vp my weapon vppon this tree * ; Alphon-



STAGING IN THE THEATRES: 16tn c. 353

We shall much disgrace,
With four or five most vile and ragged foils,
Right ill disposed in brawl ridiculous,
The name of Agincourt.!

The actual fighting tended to be sketchy and symbolical.
There were alarums and excursions, much beating of drums
and blowing of trumpets. But the stage was often only on
the outskirts of the main battle.? It served for a duel of
protagonists, or for a flight and pursuit of stragglers; and
when all was over a triumphant train marched across it.
There may be a succession of ‘excursions’ of this kind, in
which the stage may be supposed, if you like, to stand for
different parts of a battle-field.® Battle scenes have little
need for background; the inn at St. Albans in Henry VI
is an exception due to the fulfilment of an oracular prophecy.4
A more natural indication of miliew is a tent, and battle
scenes merge into camp scenes, in which the tents are some-
times elaborate pavilions, with doors and even locks to the
doors. Seats and tables may be available, and the action
is clearly sometimes within an opened tent.® Two opposing

sus, II. i. 417, ‘ this wood ; where in ambushment lie’. For a river
cf. p. 51, n. 8 (Locrine).

' Hen. V, 1v, prol. 49.

3 r Tamb. 705, ‘ Sound trumpets to the battell, and he runs in’; 1286,
‘ They sound the battell within, and stay’; 2 Tamb. 2922, ‘ Sound to
the battell, and Sigismond comes out wounded ' ; r Conmtentson, sc. xii. 1,

‘Alarmes within, and the Chambers be discharged, ke as 1t were a fight
at sea’.

3 Alphonsus, 11. i, ii; 1 Hen. IV, v. i-iv. The whole of Edw. 111,
11, 1v, v, is spread over Cregy and other, vaguely located battle-fields in
France. .

4 1 Contention, sc. xxii. 1, * Alarmes to the battaile, and then enter the
Duke of Somerset and Richard fighting, and Rickard kils him vnder the
signe of the Castle in saint Albones’. The s.d. of 2 Hen. VI, v. ii. 66,
is only ‘ Enter Richard, and Somerset to fight’, but the dialogue shows
that the ‘ alehouse paltry sign ’ was represented.

8 1 Contention, sc. xxii, 62 (with the alehouse), ‘' Alarmes againe, and
then enter three or foure, bearing the Duke of Buckingham wounded to
his Tent’; 2 Tamb. 1v. i. 3674, * Amyras and Celebinus issues from the
tent where Caliphas sits a sleepe’ . . . 3764 (after Caliphas has spoken
from within the tent), ‘ He goes in and brings him out ’; Locrine, 1423,
‘mee thinkes I heare some shriking noise, That draweth near to our
pauillion ’; James IV, 2272, ‘ Lords, troop about my tent’; Edw. I,
1595, ‘ King Edward . . . goes into the Queenes Chamber, the Queenes
Tent opens, shee is discouered in her bed’ . . . 1674, ‘ They close the
Tent’ . .. 1750, ‘ The Queenes Tent opens ’ . .. 1867, ‘ The Nurse closeth
the Tent’ ... 1898, ‘ Enter . . . to giue the Queene Musicke at her Tent ’,
and in a later scene, 2141, ‘ They all passe . . . to the Kings pavilion, the
King sits in his Tent with his pages about him’ . .. 2152, ‘they all march
to the Chamber. Bishop spedkes to her [the Queen] in her bed *; 1 Troslus



54 THE PLAY-HOUSES

camps can be concurrently represented, and action may
alternate between them.! Another kind of background
is furnished, as in Orestes, by the walls of a besieged city.
On these walls the defenders can appear and parley with the
besieging host. They can descend and open the gates.?
They can shoot, and be shot at from below.? The walls can
be taken by assault and the defenders can leap from them.4
Such scenes had an unfailing appeal, and are sometimes
repeated, before different cities, in the same play.®

and Cressida, plot (Henslowe Papers, 142), ‘ Enter . . . to them Achillis
in his Tent ’; Trial of Chivalry, CV, * this is the Pauilion of the Princesse
. . . He1e is the key that opens to the Tent’ ... D, ‘ Discouer her sitting
in a chayre asleepe ’, and a dialogue in the tent follows. The presence
of a tent, not mentioned in dialogue or s.ds., can often be inferred in
camp scenes, in which personages sit, or in those which end with a * Come,
let us in’; e.g. Locrine, 564, 1147.

Y Richard 111, v. iii, iv, v (a continuous scene) ; 1 Hen. IV, v. i, ii, iii, iv
(probably simular) ; cf. p. 51, n. 8 (Trial of Chivalry).

* Edw. I, 9goo, 1082, 2303 (after a battle), ' Then make the proclamation
vpon the walles’ (s.d.); James IV, 2003 (after parley), ' They descend
downe, open the gates, and humble them ’; Soliman and Perseda, 111. iv ;
v. iv. 16, ‘ The Drum sounds a parle. Perseda comes vpon the walls in
mans apparell. Basslisco and Piston, vpon the walles. . . . Then Perseda
comes down to Soliman, and Bastlisco and Piston ' ; 2 Contention, sc. xviii,
‘ Enter the Lord Maire of Yorke vpon the wals ' . . . (after parley) ‘ Exat
Maire ’ . . . ‘ The Maire opens the dore, and brings the keies in his hand ’ ;
K. John, 11 i. 201, ‘ Enter a Citizen vpon the walles’ . . . ‘ Heere after
excursions, Enter the Herald of France with Trumpets to the gates’ . ..
‘ Enter the two kings with their powers at seuerall doores’ . . . (after
parley) ‘ Now, citizens of Angiers, ope your gates’'; cf. 1 Troublesome
Razigne, scc. ii-x ; 2 Contention, sc. xxi; George a Greene, sc. v; Orlando
Furioso, 1. ii; 2 Tamburlaine, 111. 11; Selymus, scc. xu, Xxvii-xxxi;
Wounds of Civil Way, v. ii-iv; Edw. III, 1. ii; Death of R. Hood, v. ii;
Stukeley, 11 ; Frederick and Basilea and 1 Trovlus and Cressida plots (Hens-
lowe Papers, 137, 142), &c. Wall scenes are not always siege scenes. Thus
in 2 Troub. Raigne, sc. i, ‘ Enter yong Arthur on the walls. . . . He leapes ’
(cf. K. J. 1v. iii) ; in I Contention, sc. xvi, ‘ Enter the Lord Skayles vpon
the Tower walles walking. Enter three or four Citizens below ' (cf.
2 Hen. VI, 1v. v). Analogous is 2 Hen. VI, 1v. ix (Kenilworth), ‘ Enter
King, Queene, and Somerset on the Tarras. . . . Enter Multitudes with
Halters about their neckes ’.

3 In Alarum for London, 203, a gun is fired at Antwerp from the walls
of the castle; cf. 1 Hen. VI below.

¢ 2 Tamburiaine, v. i, ‘' Enter the Gouernour of Babylon vpon the
walles’ . . . (after parley) ‘' Alarme, and they scale the walles’, after
which the governor is hung in chains from the walls and shot at ; Selimus,
1200, ‘ Alarum, Scale the walles ’, 2391, ‘ Allarum, beats them off the
walles ; cf. r Hen. VI below. Hen. V, 1l i-iii (a continuous scene) opens
with ‘ Alarum : Scaling Ladders at Harflew’. Henry says ‘ Once more
vnto the breach ’, but later a parley is sounded from the town, and * Enter
the King and all his Traine before the Gates ’, where submission is made,
and they ‘ enter the Towne’. Sometimes an assault appears to be on
the gates rather than the walls ; e.g. r Edw. IV, 1. iv-vi; 1 Hen. VI, 1. iii.

¢ Cf. p. 106, n. 6. The fullest use of walls is made in 1 Hen. VI,



STAGING IN THE THEATRES: 16TH c. 55

Several scenes, analogous in some ways to those in the
open country, are set in a garden, an orchard, a park. These
also sometimes utilize tents.! Alternative shelter may be
afforded by an arbour or bower, which facilitates eaves-

a sixteenth-century play, although the extant text was first printed in
1623. An analysis is necessary. The walls are those of Orleans in 1, 11,
of Rouen in 11, of Bordeaux in 1v, of Angiers in v. In I. iv, ‘ Enter the
Master Gunner of Orleance, and his Boy ’. They tell how
the English, in the suburbs close entrencht,
Wont through a secret grate of iron barres,
In yonder tower, to ouer-peere the citie.

The Gunner bids the Boy watch, and tell him 1if he sees any Enghsh.
Then ‘ Enter Salisbury and Talbot on the turrets, with others ’, and later
* Enter the Boy with a Linstock ’. The English talk of attacking ‘ heere,
at the bulwarke of the bridge’, and ‘ Here they shot, and Salisbury falls
downe '. After an Exeunt which clears the stage, there 1s fighting in the
open, during which a French relieving party ‘enter the Towne with
souldiers ’, and later ‘ Enter on the Walls, Puzel, Dolphin, Reigneir, Alan-
son, and Souldiers’. In 11. 1, which follows, a French watch 1s set, lest
English come ‘ neere to the walles ’. Then ‘ Enter Talbot, Bedford, and
Burgundy, with scaling Ladders’; Bedford will go ‘to yond corner’,
Burgundy ‘ to this’, and Talbot mount ‘heere’. They assault, and ‘ The
French leape ore the walles 1n their shurts. Enter secuerall wayes, Bastard,
Alanson, Reignier, halfe ready, and halfe unready ’. They discourse and
are pursued by the English, who then ‘retreat’, and in turn discourse
‘here . . . in the market-place ’, rejoicing at how the French did ‘ Leape
o're the Walls for refuge in the field’. Then, after a clearance, comes
a scene at the Countess of Auvergne’s castle. In 1I11. 1 the Pucell enters
before the gates of Rouen, obtains access by a trick, and then ‘ Enter
Pucell on the top, thrusting out a torch burming’. Other French watch
without for the signal from ‘ yonder tower ' or ‘ turret ’, and then {ollow
into the town and expel the English, after which, ‘ Enter Talbot and
Burgonie without : within, Pucell, Charles, Bastard, and Reigneir on the
walls '. After parley, ‘ Exeunt from the walls’, and fighting in front
leaves the English victorious, and again able to enter the town. Iniv n
‘ Enter Talbot . . . before Burdeaux ’, summons the French general ‘' vato
the Wall ’, and ‘ Enter Generall aloft *. In v. 1 the Enghsh are victorious
before Angiers, sound for a parley before the castle, and ‘ Enter Reignier
on the walles ’. After parley, Reignier says ‘ I descend ', and then ‘ Enter
Reignier ' to welcome the English.

! In Looksng-Glass, 11. i, ‘ Enters Remihia ’ and after discourse bids her
ladies ‘ Shut close these curtaines straight and shadow me ’; whereupon
‘ They draw the Curtaines and Musicke plaies’. Then enter the Mags,
and ‘ The Magi with their rods beate the ground, and from vnder the
same riseth a braue Arbour . Rasni enters and will ‘drawe neare Remihas
royall tent’. Then ‘ He drawes the Curtaines, and findes her stroken
with thunder, blacke’. She 1s borne out. Presumably the same arbour
is used in 1v. iii, where Alvida’s ladies ‘ enter the bowers ’. Both scenes
are apparently near the palace at Nineveh and not in a camp. The earher
action of L. L. L. is in a park, near a manor house, which 1s not necessanly
represented. But at 1v. i1i. 373 the King wishes to devise entertainment
‘in their tents’ for the ‘ girls of France’, and Biron says, ‘ First, from
the park let us conduct them thither *. Presumably therefore v. n passes
near the tents.
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dropping.! The presence of trees, banks, or herbs is often
required or suggested? As a rule, the neighbourhood of
a dwelling is implied, and from this personages may issue,
or may hold discourse with those outside. Juliet’s balcony,
overlooking Capulet’s orchard, is a typical instance?® A
banquet may be brought out and served in the open.4

The next great group of scenes consists of those which
pass in some public spot in a city—in a street, a market-
place, or a churchyard. Especially if the play is located in

1 Looking-Glass, 11. i ; 1v.iii (supra); Edw. III, 11. i. 61, at Roxborough
Castle, ‘ Then in the sommer arber sit by me’; 2 Hen. IV, v. iii (infra).
In Sp. Trag. 1. ii. 42 Horatio and Belimperia agree to meet in ‘thy
father’s pleasant bower ’. In 1. iv they enter with ‘let us to the bower ’
and set an attendant to ‘ watch without the gate '. While they sit ‘ within
these leauy bowers ’ they are betrayed, and (s.d.) ‘* They hang him in the
Arbor’. In 11. v (not really a new scene) Hieronimo emerges from his
house, where a woman'’s cry ‘ within this garden ’ has plucked him from
his ‘ naked bed ’, finds Horatio hanging ‘in my bower’, and (s.d.) ‘' He
cuts him downe’'. In 1. xii (an addition of the 1602 text) Hieronimo
ranges ‘ this hidious orchard ’, where Horatio was murdered before ‘ this
the very tree ’. Finally, in 1v. ii Isabella enters ‘ this garden plot’, and
(s.d.) ‘ She cuts downe the Arbour ’.

3 Sp. Trag. 1L xii® (supra) ; Shoemaker's Holiday, sc. ii, ‘ this flowry
banke ’, sc. iv, ‘ these meddowes’'; 1 Hen. VI, 1. iv, ‘ From off this
brier pluck a white rose with me’, &. In R. J. 1. i (Q,, but Q, has
apparently the same setting) Romeo enters, followed by friends, who say,
‘ He came this way, and leapt this orchard wall’, and refer to ‘ those
trees . They go, and in 11. ii (presumably the same scene) Romeo speaks
under Juliet’s window ‘ ouer my head ’. She says ‘ The Orchard walles
are high and hard to climb ’, and he, ‘ By loues light winges did I oreperch
these wals ’, and later swears by the blessed moon, ‘ That tips with siluer
all these fruit trees tops ’.

3 R.J. . ii (supra); Sp. Trag. 11. v (supra) ; Look About You, sc. v
(a bowling green under Gloucester’s chamber in the Fleet; 1 Oldcastle,
1. iii, I1. i (@ grove before Cobham'’s gate and an inn); &c. In r Conten-
tion, sc. ii. 64, Elinor sends for a conjurer to do a spell ‘ on the backside
of my orchard heere '. In sc. iv she enters with the conjurer, says ‘I will
stand upon this Tower here’, and (s.d.) ‘ She goes vp to the Tower’.
Then the conjurer will ‘ frame a cirkle here vpon the earth’. A spirit
ascends ; spies enter; and ‘ Exet Elnor aboue’. York calls ‘Who's
within there ? ° The setting of 2 Hen, VI, 1. ii, is much the same, except
that the references to the tower are replaced by the s.d. ‘ Enter Elianor
aloft . In 2 Hen. VI, 11. ii, the scene is ‘ this close walke ' at the Duke
of York's. Similarly, scc. i, iv of Humourous Day's Mirth are before
Labervele’s house in a ‘ green ’, which is his wife’s ‘ close walk ’, which
is kept locked, and into which a visitor intrudes. But in sc. vii, also
before Labervele’s, the ‘ close walk ' is referred to as distinct from the
place of the scene.

¢ 2 Troublesome Raigne, sc. viii, ' Enter two Friars laying a Cloth’,
One says, ‘ I meruaile why they dine heere in the Orchard’. We need
not marvel ; it was to avoid interior action. In 2 Hen. IV, v, iii, the
scene is Shallow’s orchard, ‘ where, in an arbour, we will eat a last year’s
pippin of mine own graffing, with a dish of caraways, and so forth ',
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or near London, this may be a definite and familiar spot—
Cheapside, Lombard Street, Paul’s Churchyard, Westminster.!
Often the action is self-sufficient and the background merely
suggestive or decorative. A procession passes; a watch is
set; friends meet and converse; a stranger asks his way.
But sometimes a structure comes into use. There is a scaffold
for an execution.? Lists are set, and there must be at least
a raised place for the judge, and probably a barrier.? One
street scene in Soliman and Perseda is outside a tiltyard;
another close to an accessible tower.t Bills may be set up.®
In Lord Cromwell this is apparently done on a bridge, and twice
in this play it is difficult to resist the conclusion, already

v Famous Viclores, sc. ii, 5, * we will watch here at Billingsgate ward ’;
Jack Straw, iii (Smithfield); W. for Fair Women, 11. 115, * here at a friends
of mine in Lumberd Street’; 1v.1511,‘ Enter two Carpenters vader New-
gate’; Shoemaker's Hohiday, sc. x1 (Tower Street, vide infra) ; Cromwell,
Churchyard, vide infra); 2 Hen. VI, 1v. vi, * Enter lacke Cade and the
rest, and strikes his staffe on London stone ’; &c.

3 Span. Tragedy, 111. vi. 104, ‘ He turnes him off * (s.d.), Sir T. More,
sc. xvii, More is brought in by the Lieutenant of the Tower and delivered
to the sheriff. He says (1911), ‘ Oh, is this the place ? I promise ye 1t
is a goodly scaffolde ’, and ‘ your stayre is somewhat weake ’. Lords enter
‘ As he is going vp the stayres’ (s.d.), and he jests with ‘ this straunge
woodden horsse ’ and ‘ Truely heers a moste sweet Gallerie ’ (where the
marginal s.d. is ‘ walking ’). Apparently the block is not visible ; he is
told it is ‘ to the Easte side ’ and * exit ’ 1n that direction.

% Rich. II, 1. iii, * The trumpets sound and the King enters with his
nobles ; when they are set, enter the Duke of Norfolke 1n armes defendent ’.
No one is ‘ to touch the hstes ' (43), and when the duel 1s stopped the
combatants ‘ returne backe to their chaires agamne ’ (120).

¢ S.and P. 1. in. There is an open place in Rhodes which a mule and
ass can enter. Knights and ladies are welcomed and go ‘ forwards to
the tilt * with an ‘ Exeunt’ (126). Action continues in the same place.
Piston bids Basilisco ‘ stay with me and looke vpon the tilters’, and
‘ Will you vp the ladder, sir, and see the tilting ? ° The s.d. follows (180),
‘ Then they go vp the ladders and they sound within to the first course ’.
Piston and Basilisco then describe the courses as these proceed, evidently
out of sight of the audience. The tiltyard may be supposed to run like
that at Westminster, parallel to the public road and divided from it by
a wall, up which ladders can be placed for the commoner spectators. In
v. ii Erastus is arrested in public and tried on the spot before the Marshal.
He is bound to ‘ that post ’ (83) and strangled. The witnesses are to be
killed. Soliman says (118),

Lord Marshall, hale them to the towers top,

And throw them headlong downe into the valley ;
and we get the s.ds. ' Then the Marshall beares them to the tower top’
(122), and ‘ Then they are both tumbled downe’ (130). Presumably they
disappear behind.

s James IV, 1. ii. 1, ‘ Enter Slipper, Nano, and Andrew, with their
billes, readie written, in their hands’. They dispute as to whose bill shall
stand highest, and then post the bulls.
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pointed to in certain open-country scenes, that some kind of
representation of a river-side was feasible.! In Rome there
are scenes in which the dialogue is partly amongst senators
in the capitol and partly amongst citizens within ear-shot
outside.2 A street may provide a corner, again, whence
passers-by can be overheard or waylaid.®? And in it, just as
well as in a garden, a lover may hold an assignation, or bring
a serenade before the window of his mistress.# A churchyard,

1 Lord Cromwell, 111. i. 41 (in Italy) :

Content thee, man ; here set vp these two billes,

And let us keep our standing on the bridge,
followed by s.ds., ‘ One standes at one end, and one at tother ’, and ‘ Enter
Friskiball, the Marchant, and reades the billes *. In v.ii. 1 (Westminster)
Cromwell says, ‘ Is the Barge readie ? ' and (12) ‘ Set on before there,
and away to Lambeth’. After an ‘ Exeunt’, v. iii begins ‘ Halberts,
stand close vanto the water-side ’, and (16) ‘ Enter Cromwell *.

3 Cf. ch. xix, p. 44. Wounds of Civil War has several such scenes. In
1. i. 1, ‘ Enter on the Capitoll Sulpitius Tribune . . . whom placed, and
their Lictors before them with their Rods and Axes, Sulpitius beginneth ’
. .. (146) * Here enter Scilla with Captaines and Souldiers ’. Scilla’s party
are not in the Capitol ; they ‘ braue the Capitoll ’ (149), are ‘ before the
Capitoll ’ (218), but Scilla talks to the senators, and Marius trusts to see
Scilla’s head ‘ on highest top of all this Capitoll . Presently Scilla bids
(249) ‘ all that loue Scilla come downe to hum ’, and (258) ‘ Here let them
goe downe ’. In 11 i the action is in the open, but (417) ‘ yond Capitoll ’
is named ; 111 i seems to be in ‘ thus Capitoll * (841). In 1v.i Marius and
his troops enter before the seated Senate. Octavius, the consul, ‘sits
commanding in his throne’ (1390). From Marius’ company, ‘ Cynna
presseth vp’ (s.d.) to ‘ yonder emptie seate ' (1408), and presently Marius
is called up and (1484) ‘ He takes his seate’. In v. v. 2231 ‘ Scilla seated
in his roabes of state is saluted by the Citizens’. Similarly in T. 4. 1. i,
‘ Enter the Tribunes and Senatours aloft : and then enter Saturninus and
his followers at one doore, and Bassianus and his followers ’. Saturninus
bids the tribunes ‘ open the gates and let me in’ (63) and ‘' They goe
vp into the Senate house ’. Titus enters and buries his sons in his family
tomb, and (299) ‘ Enter aloft the Emperour ’ and speaks to Titus. There
is a Venetian senate house in K. to K. an Honest Man, scc. 1iii, xvii, but
I do not find a similar interplay with the outside citizens here.

3 W. for Fair Women, 11. 93 (Lombard Street), ' While Master Sanders
and he are in busy talk one to the other, Browne steps to a corner. . . .
Enter a Gentleman with a man with a torch before. Browne draws to
strike ' ; Arden of F. 11. ii. 41, * Stand close, and take you fittest standing,
And at his comming foorth speed him ’.

¢ T. G. 1v.ii (cf. 1v. iii. 16, Now must we to her window ’, and 1. i. 33,
114, where Valentine has a rope-ladder to scale Silvia’s window ‘in an
upper tower ' and ‘ aloft, far from the ground’) ; 1v. iv. 91, ‘ That ’s her
chamber ’; R. J. (orchard scenes), 1L ii ; 111 v, ‘ Enter Romeo and Juliet
at the window ' (Q,, where Q, has ‘aloft’; on the difficulty presented
by Juliet's chamber, cf. p. 94); M. V. 11. vi. 1, ‘' This 1s the penthouse
vander which Lorenzo Desired us to make a stand ’ . . . ‘ Jessica aboue ’
(s.d.) ... Descend, for you must be my torch-bearer ' ... * Enter Jessica ’
(having come down within from the casement forbidden her by Shylock
and advised by Lancelot in 1. v); Englishmen for my Money, sc. ix
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or in a Roman play a market-place, may hold a tomb.!
Finally one or more shops may be visible, and action may
take place within them as well as before them.? Such a shop
would, of course, be nothing more than a shallow stall, with
an open front for the display of wares, which may be closed
by a shutter or flap from above.? It may also, like the inn
in Henry V 1, have a sign.*

Where there is a window, there can of course be a door,
and street scenes very readily become threshold scenes. I do
not think that it has been fully realized how large a proportion

(where Vandalle, come to woo Pisaro’s daughter in the dark, is drawn
up in a basket and left dangling in mid-air, while later (1999) Pisaro is
heard ‘at the window’ and ‘ Enter Pisaro aboue’); Two 4. Women,
1495, * Enter Mall in the window ' ; Sp. Trag. 11. 11, where spies ‘ in secret *
and ‘ aboue ’ overhear the loves of Horatio and Belimperia below. Lovers
are not concerned in Sp. Trag. 11 ii, ‘ Enter Hieronimo . . . A Letter
falleth ' ; 1. ix, ‘ Belimperia, at a window ’; The Shrew, v.1. 17, * Pedant
lookes out of the window ’,

1 In T.A4. 1.1 a coffin is brought in, apparently in the market-place,
while the Senators are visible in the Capitol (cf. p. 58, n. 2), and (90)
‘ They open the Tombe ' and (150) ‘ Sound trumpets, and lay the coffin
in the Tombe ’. R. J. v.ii1 is 10 a churchyard with ‘ yond yew trees ’ (3).
A torch ‘ burneth in the Capels monument ’ (127), also called a ‘ vault’
(86, &c.) and ‘ the tomb’ (262). Romeo will ‘ descend into this bed of
death ’ -(28), and Q, adds the s.d. ‘ Romeo opens the tombe’ (45). He
kills Paris, whose blood * stains The stony entrance of this sepulchre * (141).
Juliet awakes and speaks, and must of course be visible. The Admiral’s
inventories of 1598 (Henslowe Papers, 116) include ‘j tombe’, ‘j tome
of Guido, j tome of Dido .

? George a Greeme, sc. xi, ‘ Enter a Shoemaker sitting vpon the Stage
at worke ’, where a shop 1s not essential ; but may be implied by * Stay
till I lay in my tooles ' (1005); Locrine, 11. i1, * Enter Strumbo, Dorothy,
Trompart cobling shooes and singing ’ (569) . . . * Come surha shut vp’
(660) ; R. and J. v. i. 55, ‘ This should be thc house. Being hohday,
the beggar’s shop is shut. What, ho! apothecary !’ where the elaborate
description of the shop which precedes leaves some doubt how far it was
represented ; Shoemaker's Hol.day, scc. m1, ‘ Open my shop windows’;
v, ‘ Ile goe in’; viu, ‘ Shut vp the shop’; xi, ' Enter Hodge at his shop-
board, Rafe, Friske, Hans, and a boy at worke ’ (all before or in Eyre’s
shop) ; x, ‘ Enter Iane in a Semsters shop working, and Hammon muffled
at another doore, he stands aloofe ' (another shop) ; 1 Edw. IV, 1v. 1,
‘ Enter two prentizes, prepanng the Goldsmiths shop with plate. . . .
Enter mistris Shoare, with her worke 1n her hand. . . . The boy departs,
and she sits sowing 1n her shop. Enter the King disguised "

3 Ayden of F. 11. ii. 52, ' Here enters a prentise.

Tis very late; I were best shute vp my stall,
For heere will be ould filching, when the presse
Comes foorth of Paules.

Then lettes he downe his window, and it breaks Black Wils head '.

¢ Shoemakey's Holsday, sc. xi, * the signe of the Last in Tower-street, mas
yonders the house’; I Edw. IV, 1v. m, ‘ Heres Lombard Streete, and
heres the Pelican’. The Admural’s inventories of 1598 (Henslowe Papers,
117) include * j syne for Mother Redcap .
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of the action of Elizabethan plays passes at the doors of houses;
and as a result the problem of staging, difficult enough any-
how, has been rendered unnecessarily difficult. Here we have
probably to thank the editors of plays, who have freely inter-
spersed their texts with notes of locality, which are not in the
original stage-directions, and, with eighteenth-century models
before them, have tended to assume that action at a house
is action in some room within that house. The playwrights,
on the other hand, followed the neo-classic Italian tradition,
and for them action at a house was most naturally action
before the door of that house. If a man visited his friend he
was almost certain to meet him on the doorstep; and here
domestic discussions, even on matters of delicacy, commonly
took place. Here too, of course, meals might be served.!
A clue to this convention is afforded by the numerous
passages in which a servant or other personage is brought
on to the stage by a ‘ Who’s within?’ or a call to ‘Come
forth | * or in which an episode is wound up by some such
invitation as ‘Let us inl’ No doubt such phrases remain
appropriate when it is merely a question of transference
between an outer room and an inner; and no doubt also the
point of view of the personages is sometimes deflected by that
of the actors, to whom ‘in’ means ‘ in the tiring-room '’ and
‘out ' means ‘on the stage’? But, broadly speaking, the
frequency of their use points to a corresponding frequency of
threshold scenes; and, where there is a doubt, they should,
I think, be interpreted in the light of that economy of interior
action which was very evident in the mid-sixteenth-century
plays, and in my opinion continued to prevail after the
opening of the theatres. The use of a house door was so
frequent that the stage-directions do not, as a rule, trouble to
specify it.3> Two complications are, however, to be observed.

1 Cf. ch. xix, p. 11. The introduction of a meal goes rather beyond
the neo-classic analogy, but presents no great difficulty. If a banquet
can be brought into a garden or orchard, it can be brought into a porch
or courtyard. It is not always possible to determine whether a meal is
in a threshold scene or a hall scene (cf. p. 64), but in r Edw. IV, 11 ii,
‘ Enter Nell and Dudgeon, with a table couered ’ is pretty clearly at the
door of the Tanner's cottage.

* In the theatre usage personages go ‘in’, even where they merely go
‘ off * without entering a house (cf. e.g. p. 53, n. 2). The interlude usage
is less regular, and sometimes personages go ‘ out’, as they would appear
to the audience to do.

3 Soliman and Perseda, 11. i. 227, ‘ Sound vp the Drum to Lucinaes
doore’ (s.d.). Doors are conspicuous in K. to K. Honest Man; thus
sc. ii. 82, ‘ Enter Lelio with his sword drawen, hee knockes at his doore ’ ;
8C. V. 398, ‘ tis time to knocke vp Lelios householde traine. He Anockes’
« + . ' What mean this troup of armed men about my dore ? ’; sc. v. 519
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Sometimes, in a scene which employs the ‘Let us inl’
formula, or on other ground looks like a threshold scene, we
are suddenly pulled up either by a suggestion of the host
that we are ‘in’ his house or under his roof, or by an
indication that persons outside are to be brought ‘in’.1
The first answer is, I think, that the threshold is not always
a mere doorstep opening from the street; it may be some-
thing of the nature of a porch or even a lobby, and that you
may fairly be said to be under a man’s roof when you are in
his porch.2 The second is that in some threshold scenes the
stage was certainly regarded as representing a courtyard,
shut off from the street or road by an outer gate, through
which strangers could quite properly be supposed to come
‘in’3 Such courtyard scenes are not out of place, even

(Bristeo’s), ‘ Come breake vp the doore’; sc. vii. 662, ‘ Enter Annetta
and Lucida with theiy worke in theiy handes. . . . Here let vs sit awhile’ . . .
(738) ‘ Get you in . . . Here put them in at doore ' ; sc. vii. 894 (Lelio’s),
‘ Underneath this wall, watch all this night: If any man shall attempt
to breake your sisters doore, Be stout, assaile him ’; sc. vii. 828 (a Sena-
tor’s), * What make you lingering here about my doores ? ’; sc. ix. 1034
(Lelio’s),  Heaue me the doores from of the hinges straight ’; sc. xv. 1385
(Lelio’s), ‘ my door doth ope’ (cf. p. 62, on the courtyard scene in the

same play).
1 Thus Humorous Day's Mirth, sc. v (Moren’s), 111, ‘ We'll draw thee
out of the house by the heels’ ... 143, ‘ Thrust this ass out of the doors’

... 188, ‘ Get you out of my house ! ’, but 190, * Well, come in, sweet bird ’ ;
Shoemaker's Holiday, sc. xii (Lord Mayor’s), ‘ Get you in’, but ‘ The Earl
of Lincoln at the gate is newly lighted ’.

3 James IV, 1. i, * Enter the Countesse of Arrain, with Ida, her daughtey,
in theyr porch, sutting at worke’ . . . (753) * Come, will it please you enter,
gentle sir ? Offer to Exeunt’; cf. Arden of F. (vide infra) and the pent-
house in M. V. 11. vi. 1 (p. 58).

* Perhaps the best example is in Arden of Feversham. Arden’s house
at Aldersgate is described by Michael to the murderers in 11. ii. 189:

The dores Ile leaue unlockt against you come,

No sooner shall ye enter through the latch,

Ouer the thresholde to the inner court,

But on your left hand shall you see the staires

That leads directly to my M. Chamber.
Here, then, is 111. i. Ardep and Francklin talk and go to bed. Michael,
in remorse, alarms them with an outcry, and when they appear, explains
that he ‘ fell asleepe, Vpon the thresholde leaning to the staires * and had
a bad dream. Arden then finds that ‘ the dores were all unlockt ’. Later
(111, iv. 8) Michael lies about this to the murderers :

Francklin and my master

Were very late conferring in the porch,

And Francklin left his napkin where he sat

With certain gold knit in it, as he said.

Being in bed, he did bethinke himselfe,

And comming down he found the dores vashut :

He lockt the gates, and brought away the keyes.
When the murderers come in 111. ii, Will bids Shakebag ‘ show me to this
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before an ordinary private house ; still less, of course, when
the house is a castle, and in a castle courtyard scene we get
very near the scenes with ‘ walls ' already described.! Some
prison scenes, in the Tower or elsewhere, are apparently of
this type, although others seem to require interior action in
a close chamber or even a dungeon.? Threshold scenes may
also be before the outer gate of a palace or castle, where
another analogy to assault scenes presents itself ;3 or before
a church or temple, a friar’s cell, an inn, a stable, or the like.4
Nor are shop scenes, since a shop may be a mere adjunct
to a house, really different in kind.

house ’, and Shakebag says ‘ This is the doore; but soft, me thinks tis
shut’. They are therefore at the outer door of the coirtyard ; cf. p. 69,
n. 2. Similarly r Rich. II, n1 ii, which begins with ‘ Enter Woodstock,
Lancaster, and Yorke, at Plashey ’, and * heere at Plasshy house I'le bid
you wellcome ’, is clearly in a courtyard. A servant says (114), ‘' Ther’s
a horse-man at the gate. . . . He will not off an’s horse-backe till the inner
gate be open’. Gloucester bids ‘ open the inner gate . . . lett hime in’,
and (s.d.) ' Enter a spruce Courtier a horse-backe ’. It is also before the
house, for the Courtier says, ‘ Is he within ’, and ‘ I'le in and speake with
the duke’. Rather more difficult is Englishmen for my Money, sc. iv,
* Enter Pisaro’ with others, and says, ‘ Proud am I that my roofe con-
taines such friends’ (748), also ‘I would not haue you fall out in my
house ’ (895). He sends his daughters ‘in’ (827, 851), so must be in the
porch, and a ‘ knock within’ (s.d.) and ‘ Stirre and see who knocks!’
(796) suggest a courtyard gate. But later in the play (cf. p. 58, n. 4) the
street seems to be directly before the same house.

' In K. to K. Honest Man, scc. x—xii (continuous scene at Servio’s),
Phillida is called  forth’ (1058) and bidden keep certain prisoners ‘in
the vpper loft’. Presently she enters ‘ with the keyes’ and after the
s.d. ' Here open the doore ’ calls them out and gives them a signet to pass
‘ the Porter of the gates’, which Servio (1143) calls ‘ my castell gates .
In 1 Hen. VI, 1. iii, the Countess of Auvergne, to entrap Talbot, bids her
porter ‘ bring the keyes to me’; presumably Talbot’s men are supposed
to break in the gates at the s.d. ‘ a Peale of Ordnance’. Rich. III, nu. vii,
is at Baynard’'s Castle. Buckingham bids Gloucester (55) ‘ get you vp
to the leads’ to receive the Mayor, who enters with citizens, and (95)
¢ Enter Richard with two bishops a lofte ’. Similarly in Rich. II, 111. iii. 62,
‘ Richard appeareth on the walls * of Flint Castle, and then comes down
(178) to the ‘ base court’. B. Beggar of Alexandria, sc. ii, is before the
house of Elimine’s father and ‘ Enter Elimine above on the walls'. She
is in a ‘ tower ' and comes down, but there is nothing to suggest a court-
yard.

* 1 Sir John Oldcastle, 1v. iv, v (a continuous scene), is partly ‘ neare
vnto the entrance of the Tower’, beyond the porter’s lodge, partly in
Ofldcastle's chamber there, with a ‘ window that goes out into the leads ’;
cf. p. 67.

* Famous Viclories, sc. vi, 60, * What a rapping keep you at the Kings
Court gate!’; Jack Straw, 11. ii (a City gate).

4 A Shrew, ind. 1, ‘ Enter a Tapster, beating out of his doores Slie
Droonken ’; r Oldcastle, v. iii~vii (inn and barn); True Tragedy of
Rich. I1I, sc. viii, ‘ Earle Riuers speakes out of his chamber ’ in an inn
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The threshold theory must not be pushed to a disregard of
the clear evidence for a certain amount of interior action.
We have already come across examples of shallow recesses,
such as a tent, a cave, a bower, a tomb, a shop, a window,
within which, or from within which, personages can speak.
There are also scenes which must be supposed to take place
within a room. In dealing with these, I propose to distinguish
between spacious hall scenes and limited chamber scenes.
Hall scenes are especially appropriate to palaces. Full value
should no doubt be given to the extension in a palace of
a porch to a portico, and to the convention, which kings as
well as private men follow in Elizabethan plays, especially
those located in Italian or Oriental surroundings, of trans-
acting much important business more or less out of doors.!
The characteristic Roman ‘ senate house ’, already described,
is a case in point.? But some scenes must be in a closed
presence chamber.® Others are in a formal council room
or parliament house. The conception of a hall, often with
a numerous company, cannot therefore be altogether excluded.
Nor are halls confined to palaces. They must be assumed for
law courts.* There are scenes in such buildings as the

yard, where he has been locked up; James IV, 1. ii (stable); Looking
Glass, v. ii. 2037, ‘ Enter the temple Omnes ’. Seltmus, sc. xx1. 2019, has

Thy bodie in this auntient monument,

‘Where our great predecessours sleep in rest :

Suppose the Temple of Makomet,

Thy wofull son Selimus thus doth place.
Is the third line really a s.d., in which case it does not suggest realistic
staging, or a misunderstood line of the speech, really meant to run,
‘ Supposed the Temple of great Mahomet ’ ?

 Patient Grissell, 755~1652, reads like a threshold scene, and ‘ Get you
in!’ is repeated (848, 1065, 1481), but Grissell’s russet gown and pitcher
are hung up and several times referred to (817, 828, 1018, 1582). Old
Fortunatus, 733855, at the palace of Babylon, must be a threshold scene
as the Soldan points to ‘ yon towre’ (769), but this is not inconsistent
with the revealing of a casket, with the s.d. (799) ‘ Draw a Curtaine ’.
We need not therefore assume that M. V. 11. vii, ix, in which Portia bids
‘ Draw aside the Curtaines’ and ‘' Draw the Curtain’, or 1. ii are hall
scenes, and all the Belmont scenes may be, like v. i, in a garden backed
by a portico; or rather the hall referred to in v. i. 89, ‘ That light we see
is burning in my hall ’, may take the form of a portico.

* Cf. p. 58, n. 2.

* Thus in Rick. II, v. iii, iv (a continuous scene), Aumerle has leave
to ‘ turne the key ' (36). Then ‘ The Duke of Yorke hnokes at the doore
and crieth, My leige . . . Thou hast a traitor in thy [presence there '.
Cf. 1 Troublesome Raigne, sc. xiii. 81 :

He stayes my Lord but at the Presence door :
Pleaseth your Highnes, I will call him in.

¢ Famous Viclories, scc. iv, v (a continuous scene), ‘ Jayler, bring the

prisoner to the barre’ (iv. 1). . . . * Thou shalt be my Lord chiefe Justice,
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London Exchange, Leadenhall, the Regent House at Oxford.}
There are scenes in churches or heathen temples and in
monasteries.3 There are certainly also hall scenes in castles
or private houses, and it is sometimes a matter of taste
whether you assume a hall scene or a threshold scene.?
Certain features of hall scenes may be enumerated. Person-
ages can go into, or come forth from, an inner room.
They can be brought in from without.* Seats are avail-
able, and a chair or ‘state’ for a sovereign® A law
court has its ‘bar’. Banquets can be served.® Masks

and thou shalt sit in the chaire’ (v. 10); Sir T. More, sc. ii. 104, ‘ An
Arras is drawne, and behinde it (as in sessions) sit the L. Maior. . . . Lifter
the prisoner at the barre’; Warning for Fasy Women, 11. 1180, ' Enter
some to prepare the judgement seat to the Lord Mayor. . .. (1193) Browne
is brought in’, and the Clerk says, ‘' To the barre, George Browne'’;
M. V.1v.i; 1 Sir John Oldcastle, v. x; &c.

' Bacon and Bungay, scc. vii, ix (Regent House), where visitors ‘sit
to heare and see this strange dispute ' (1207), and later, ‘ Enter Miles,
with a cloth and trenchers and salt ’ (1295) ; Shoemaker's Holiday, sc. xv
(Leadenhall) ; Englishmen for my Money, sc. iii (Exchange).

3 1 Tyoublesome Raigne, sc. xi, in a convent, entails the opening of
a coffer large enough to hold a nun and a press large enough to hold
a priest; 2 Troublesome Raigne, sc. iii, before St. Edmund’s shrine, has
a numerous company who swear on an altar. Alphonsus, 1v. i, begins
‘ Let there be a brazen Head set in the middle of the place behind the
Stage, out of the which cast flames of fire’. It is in the ‘ sacred seate’
of Mahomet, who speaks from the head, and bids the priests ‘call in’
visitors ‘ which now are drawing to my Temple ward ’.

3 T.of a Shrew, scc. ix, xi, xiii ; Sir T. More, scc. ix, ‘' Enter ST Thomas
Moore, M* Roper, and Seruing men setting stooles ’; xiii, ‘ Enter . . . Moore
. . . as in his house at Chelsey’ . . . (1413) ‘ Sit good Madame (in margin,
‘ lowe stooles '] . . . (1521) ‘ Entreate their Lordships come into the hall *.
E. M. I. m. i, ii (a continuous scene), is at Thorello’s house, and in mr.
iii. 1592 it is described with ‘' I saw no body to be kist, vnlesse they would
haue kist the post, in the middle of the warehouse ; for there I left them
all . .. How ? were they not gone in then?’ But 1. iv. 570, also at
Thorello’s, has * Within sir, in the warehouse ’. Probably the warehouse
was represented as an open portico.

¢ Cf. p. 63, nn. 3, 4.

¢ Sir T. More, scc. ix, xiii (stools, vide supra); x, where the Council
‘ sit’ to‘ this little borde ’ (1176) ; R. J.1.v (stools, vide supra) ; James 1V,
1.i. 141, ‘ Enstall and crowne her’; Sp. Tragedy, 1. iii. 8, * Wherefore sit
I 1n a regall throne’; r Rich. II, 1. ii. 81, ‘ Please you, assend your
throne ' ; 1 Tamburlains, 1v.ii. 1474, * He [Tamburlaine) gets vp vpon him
[Bajazet] to his chaire ’; Dr. Faustus, 1010 (addition of 1616 text), ‘ His
Maiesty is comming to the Hall; Go backe, and see the State in readi-
nesse ' ; Look About You, sc. xix, ' Enter young Henry Crowned . . .
Henry the elder places his Sonne, the two Queenes on eyther hand, himselfe
at his feete, Leyster and Lancaster below him ' ; this must have involved
an elaborate ‘ state °’.

* Bacon and Bungay, sc. ix (vide supra); T. of a Shrew, sc. ix. 32,
‘ They couer the bord and fetch in the meate’'; r Edw. IV, 1v. ii, ' They
bring forth a table and serue in the banquet’; Patient Grissell, 1899,
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may come dancing in.! Even a play * within a play ’ can be
presented ; that of Bottom and his fellows in ‘the great
chamber ' of Theseus’ palace is an example.?

My final group is formed by the chamber scenes, in which
the action is clearly regarded as within the limits of an
ordinary room. They are far from numerous, in proportion
to the total number of scenes in the seventy-three plays, and
in view of their importance in relation to staging all for which
there is clear evidence must be put upon record. Most of
them fall under two or three sub-types, which tend to repeat
themselves. The commonest are perhaps bed-chamber
scenes.® These, like prison scenes, which are also frequent,
‘A Table is set’'; Humorous Day’s Mirth, scc. viii, x-xii (Verone'’s
ordinary), on which cf. p. 70.

Y 1 Rich. I1, 1v. ii; Death of R. Hood, 11.ii ; R. J. 1. v, where a servant
says, ‘ Away with the joint-stools, remove the court-cupboard’, and
Capulet ‘ turn the tables up ’; cf. ch. vi.

' M.N.D.v (cf. . i. §8); Sir T. More, sc. ix; Sp. Tragedy, 1v. iii, iv
(a continuous scene), on which cf. p. 93, n. 1.

3 2 Tamburlaine, 111. iii. 2969, ‘ The Arras is drawen, and Zenocrate
lies in her bed of state, Tamburlaine sitting by her: three Phisitians
about her bed, tempering potions. Theridamas, Techelles, Vsumcasane,

and the three sonnes ’. . . . (3110, at end of sc.) * The Arras is drawen ’ ;
Selimus, sc. x. 861, ‘ I needs must sleepe. Bassaes withdraw your selues
from me awhile’, . . . ‘ They stand aside while the curtins are drawne’

(s.d.) . .. (952) ‘ A Messenger enters, Batazet awaketh ’; Battle of Alcazar,
d.s. 24, * Enter Muly Mahamet and his sonne, and his two young brethren,
the Moore sheweth them the bed, and then takes his leaue of them, and
they betake them to their rest’ . . . (36) ‘' Enter the Moore and two
murdrers bringing in his unkle Abdelmunen, then they draw the curtains
and smoother the yong princes in the bed. Which done in sight of the
vnkle they strangle him in his Chaire, and then goe forth'’'; Edw. I,
sc. xxv. 2668, ‘ Elinor in child-bed with her daughter Ione, and other
Ladies ' ; True Tragedy of Rich. III, sc. i, * Now Nobles, draw the Cur-
taines and depart . . . (s.d.) The King dies in his bed '; sc. xiii, where
murderers are called ‘ vp ’, and murder of princes in bed is visible ; Famous
Victories, sc. viii. 1, ‘ Enter the King with his Lords’ . . . (10), ' Draw
the Curtaines and depart my chamber a while’ . . . ‘ He sleepeth . . .
Enter the Prince ' (s.d.) . . . ‘ I wil goe, nay but why doo I not go to the
Chamber of my sick father ? ' . .. (23) ¢ Exit’ [having presumably taken
the crown] . . . (25) * King. Now my Lords . . . Remoue my chaire a little
backe, and set me right’ . . . (47) ‘ Prince [who has re-entered]. I came
into your Chamber ... . And after that, seeing the Crowne, I tookeit’. ..
(87) ‘ Draw the Curtaines, depart my Chamber, . . . Exeunt omnes, The
King dieth . 1In the analogous 2 Hen. IV, 1v. iv, v (a continuous scene
divided, with unanimity in 1ll-doing, by modern editors in the middle of
a speech), the King says (1v. iv. 131), ' Beare me hence Into some other
chamber ', Warwick (1v. v. 4), ‘ Call for the Musick in the other Roome’,
and the King ‘Set me the Crowne vpon my Pillow here’. The Prince
enters and the Lords go to ‘ the other roome " ; he takes the crown and
‘Exit’. Later (56) the Lords say, ‘ This doore is open, he is gone this
way ’, and ‘ He came not through the chamber where we staide’. The
Prince returns and the Lords are bidden * Depart the chamber’. Later

2229'3 I’
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give opportunity for tragic episodes of death and sickness.!

(233) the King asks the name of ‘ the lodging where I first did swound ’,
and bids ‘ beare me to that Chamber’. Then the scene, and in F, the
act, ends. In r Contention, sc. x. 1, ‘ Then the Curtaines being drawne,
Duke Humphrey is discouered in his bed, and two men lying on his brest
and smothering him in his bed. And then enter the Duke of Suffolke
to them ’. He bids ‘ draw the Curtaines againe and get you gone ’. The
King enters and bids him call Gloucester. He goes out, and returns to
say that Gloucester is dead. Warwick says, ‘ Enter his priuie chamber
my Lord and view the bodie ’, and (50), * Warwicke drawes the curtaines
and showes Duke Humphrey in his bed’. The analogous 2 Hen. VI,
1. ii, omits the murder coram populo and begins ‘ Enter two or three
running ouer the Stage, from the Murther of Duke Humfrey ’. It then
follows the earlier model until (132) the King bids Warwick ‘ Enter his
Chamber ’ and we get the brief s.d. (146) ‘ Bed put forth ’, and Warwick
speaks again. The next scene is another death scene, which begins in
I Contention, sc. xi, ‘ Enter King and Salsbury, and then the Curtaines
be drawne, and the Cardinal is discouered in his bed, rauing and staring
as if he were madde ’, and in 2 Hen. VI, 11 iii, ‘* Enter the King . . . to
the Cardinal in bed ’, ending (32) ‘ Close vp his eyes, and draw the Curtaine
close’ In r Rick. II, v. i, Lapoole enters ‘ with a light * and murderers,
whom he bids ‘stay in the next with-draweing chamber ther’. Then
(48), ‘ He drawes the curtayne’, says of Gloucester ‘ He sleepes vppon
his bed’, and Exit. Gloucester, awaked by ghosts, says (110), ‘ The
doores are all made fast . . . and nothing heere appeeres, But the vast
circute of this emptie roome . Lapoole, returning, says, ‘ Hee’s ryssen
from his bed . Gloucester bids him ‘ shutt to the doores ’ and °sits to
wright *. The murderers enter and kill him. Lapoole bids ‘ lay hime in
his bed ' and ‘shutt the doore, as if he ther had dyd’, and they (247)
* Exeunt with the bodye’. In Death of R. Hood, ii, ind., the presenter
says ‘ Draw but that vaile, And there King John sits sleeping in his chaire ’,
and the s.d. follows, ‘ Drawe the curten : the King sits sleeping . . . Enter
Queene . . . She ascends, and seeing no motion, she fetcheth her children
one by one; but seeing yet no motion, she descendeth, wringing her
hands, and departeth’. In R. J. 1v. iii, iv, v (continuous action), Juliet
drinks her potion and Q, has the s.d. (1v. iii. 58) ‘ She fals vpon her bed
within the Curtaines ’, Action follows before the house, until the Nurse,
bidden to call Juliet, finds her dead. Then successively ‘ Enter ' Lady
Capulet, Capulet, the Friar, and Paris, to all of whom Juliet is visible.
After lament, the Friar, in Q, (1v. v. 91), bids them all ‘go you in’, but
in Q,, ‘ They all but the Nurse goe foorth, casting Rosemary on her and
shutting the Curtens’. The Nurse, then, in both texts, addresses the
musicians, who came with Paris. On the difficulty of this scene, in rela-
tion to 11. ii and 111. v, cf. p. 94.

' Wounds of Civil War, 111 ii. 913, * Enter old Marius with his keeper,
and two souldiers’. There is (965) ‘ this homely bed ', on which (972)
‘ He lies downe’ (sd.) and when freed (1066) ‘from walls to woods
I wend’. In Edw. I, 2448-2568 (at Kenilworth), keepers say that the
King is ‘ in a vault vp to the knees in water ’, of which (2455) ‘ I opened
but the doore’. Then (2474) ‘ Heere is the keyes, this is the lake ’ and
(2486), ' Heeres a light to go into the dungeon’. Then (2490) Edward
speaks and, presumably having been brought out, is bid (2520) ‘ lie on
this bed". He is murdered with a table and featherbed brought from
‘ the next roome ' (2478), and the body borne out. In r Tr. Raigne,
sc. xii, Hubert enters, bids his men (8) ‘stay within that entry’ and
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There are scenes in living-rooms, often called ‘studies’.?

when called set Arthur ‘ in this chayre’. He then bids Arthur (13) ‘ take
the benefice of the faire evening ’, and ‘ Enter Arthur’, who is later (131)
bid ‘' Goe in with me’. K. J. 1v. i has precisely analogous indications,
except that the attendants stand (2) ‘ within the arras’, until Hubert
stamps ‘ Vpon the bosome of the ground ’. In Rich. III, 1. iv, Clarence
talks with his keeper, and sleeps. Murderers enter, to whom the keeper
says (97), ‘ Here are the keies, there sits the Duke a sleepe’. They stab
him, threaten to ‘chop him in the malmsey but in the next roome '’
(161, 277), and bear the body out. In Rich. II, v. v (at Pontefract)
Richard muses on ‘ this prison where I liue’. He is visited by a groom
of his stable (70), ' where no man neuer comes, but that sad dog, That
brings me foode’. Then (g95) ‘ Enter one to Richard with meate’ and
(105) ‘ The murderers rush in’, and (119) the bodies are cleared away.
Sir T. More, sc. xvi, ‘ Enter Sir Thomas Moore, the Lieutenant, and
a seruant attending as in his chamber in th? Tower ' ; Lord Cromuwell,
v. v, ‘ Enter Cromwell in the Tower. . . . Enter the Lieutenant of the
Tower and officers. . . . Enter all the Nobles’; Dead Man's Fortune,
plot (Henslowe Papers, 134), ‘ Here the laydes speakes in prysoun’;
Death of R. Hood, 1v. i:
Brand. Come, come, here is the door.
Lady Bruce. O God, how dark it is.
Brand. Go in, go in; it ’s higher up the stairs. ...
He seems to lock a door.
In Old Fortunatus, 2572, Montrose says of Ampedo, ‘ Drag him to yonder
towre, there shackle him ’. Later (2608) Andelocia is brought to join
him in ‘ this prison ’ and the attendants bid ‘ lift in his legs ’. The brothers
converse in ‘ fetters *. In 1 Oldcastle, 1v. iv, v (a continuous scene), ‘ Enter
the Bishop of Rochester with his men, in huerie coates’. They have
brought him ‘ heere into the Tower ’ (1965) and may ‘ go backe vnto the
Porters Lodge ’ or attend him ‘ here without . But they shp away. The
Bishop calls the Lieutenant and demands to see Oldcastle. A message
is sent to Oldcastle by Harpoole. Then (1995), ‘ Enter sir Iohn Old-
castle ’, and while the Bishop dismisses the Lieutenant, Harpoole com-
municates a plot ‘ aside’ to Oldcastle. Then the Bishop addresses Old-
castle, and as they talk Oldcastle and Harpoole lay hands upon him,
They take his upper garments, which Oldcastle puts on. Harpoole says
(2016) * the window that goes out into the leads is sure enough’ and he
will ‘ conuay him after, and bind him surely in the inner room'. Then
(2023) ‘ Enter seruing men againe ’. Oldcastle, disguised as the Bishop,
comes towards them, saying, ‘ The inner roomes be very hot and close .
Harpoole tells him that he will ‘ downe vpon them’. He then pretends
to attack him. The serving-men join in, and (2049) ‘ Sir John escapes '.
The Lieutenant enters and asks who is brawling ‘so neare vnto the
entrance of the Tower '. Then (2057) ‘ Rochester calls within’, and as
they go in and bring him out bound, Harpoole gets away ; cf. p. 62, n. 2.
Look About You, sc. v, is a similar scene in the Fleet, partly in Gloucester’s
chamber (811), the door of which can be shut, partly (865) on a bowhng
green. Analogous to some of the prison scenes is Alarum for London,
sc. xii, in which a Burgher's Wife shows Van End a vault where her
wealth is hid, and (1310) * She pushes him downe ’, and he is stoned there.
! Bacon and Bungay, 1. ii. 172, ‘ Enter frier Bacon’, with others, says
‘ Why flocke you thus to Bacon’s secret cell? ’, and conjures; 11 ii is in
a street, but Bacon says (603) ‘ weele to my studie straight ’, and 1. iii
begins (616), * Bacon and Edward goes into the study’, where Edward
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Alady’s bower,! a counting-house,? an inn parlour,® a buttery,*
a gallery,® may also be represented.

sits and looks in ‘ this glasse prospectiue ’ (620), but his vision is repre-
sented on some part of the stage; in 1v. i. 1530, ‘' Enter Frier Bacon
drawing the courtaines, with a white sticke, a booke in his hand, and
a lampe lighted by him, and the brazen head and Miles, with weapons
by him ’. Miles is bid watch the head, and ‘ Draw closse the courtaines ’
and ‘ Here he [Bacon] falleth asleepe ’ (1568). Miles ‘ will set me downe
by a post’ (1577). Presently (1604), ‘ Heere the Head speakes and a
lightning flasheth forth, and a hand appeares that breaketh down the
Head with a hammer ’. Miles calls to Bacon (1607) ‘ Out of your bed ' ;
1v. iii. 1744 begins ‘ Enter frier Bacon with frier Bungay to his cell’.
A woodcut in Q, of 1630, after the revival by the Palsgrave’s men, seems
to illustrate 11. iii ; the back-wall has a window to the left and the head
on a bracket in the centre ; before it is the glass on a table, with Edward
gazing in it ; Bacon sits to the right, Miles stands to the left ; no side-
walls are visible. In Locrine, 1. iii. 309, ‘ Enter Strumbo aboue in a gowne,
with inke and paper in his hand ’; Dr. Faustus, ind. 28, ‘' And this the
man that in his study sits ’, followed by s.d. ‘ Enter Faustus in his Study ’,
433, ‘ Enter Faustus in his Study . . . (514) Enter [Mephastophilis] with
diuels, giuing crownes and rich apparell to Faustus, and daunce, and then
depart’, with probably other scenes. In T. A. v. ii. 1, ‘ Enter Tamora,
and her two sonnes disguised ' . . . (9) ‘ They knocke and Titus opens
his studie doore’. Tamora twice (33, 43) bids him ‘ come downe’, and
(80) says, ' See heere he comes’. The killing of Tamora’s sons follows,
after which Titus bids (205) ‘ bring them in ’. In Sir T. More, sc. viii. 735,
‘ A table beeing couered with a greene Carpet, a state Cushion on it,
and the Pursse and Mace lying thereon Enter Sir Thomas Moore’. . . .
(765) ‘ Enter Surrey, Erasmus and attendants . Erasmus says (779), ‘ Is
yond Sir Thomas ? * and Surrey (784),‘ That Studie is the generall watche
of England ’. The original text is imperfect, but in the revision Erasmus
is bid ‘sitt’, and later More bids him in ' (ed. Greg, pp. 84, 86). Lord
Cromuwell has three studies; in 11 i, ii (continuous action at Antwerp),
‘ Cromwell in his study with bagges of money before him casting of
account ’, while Bagot enters in front, soliloyuizes, and then (1. ii. 23)
with ‘ See where he is ’ addresses Cromwell ; in 111. ii (Bologna), the action
begins as a hall scene, for (15) ‘ They haue begirt you round about the
house ' and (47) ‘ Cromwell shuts the dore’ (s.d.), but there is an inner
room, for (115) ‘* Hodge [disguised as the Earl of Bedford] sits in the study,
and Cromwell calls in the States’, and (126) ‘ Goe draw the curtaines,
let vs see the Earle’; in 1v. v (London), ‘ Enter Gardiner in his studie,
and his man’., E. M. I. 1. iii, is before Cob’s house, and Tib is bid show
Matheo * vp to Signior Bobadilla ’ (Q, 392). In 1. iv ‘' Bobadilla discouers
himselfe on a bench ; to him, Tib’. She announces ‘ a gentleman below ’;
Matheo is bid ‘ come vp ’, enters from * within ’, and admires the ‘ lodging ’.
In r Oldcastle, v. i. 2086, ‘ Enter Cambridge, Scroope, and Gray, as in
a chamber, and set downe at a table, consulting about their treason:
King Harry and Suffolke listning at the doore’ . .. (2114) ‘ They rise
from the table, and the King steps in to them, with his Lordes’. Stukeley,
i. 121, begins with Old Stukeley leaving his host’s door to visit his son.
He says (149), ‘ I'll to the Temple to see my son ’, and presumably crosses
the stage during his speech of 171-86, which ends ‘ But soft this is his
chamber as I take it . Then ‘ He knocks ’, and after parley with a page,
says, ' Give me the key of his study’ and ‘ methinks the door stands
open ’, enters, criticizes the contents of the study, emerges, and (237)
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This then is the practical problem, which the manager of
an Elizabethan theatre had to solve—the provision of settings,

‘Old Stukeley goes again to the study’. Then (244) ‘ Enter Stukeley at
the further e¢nd of the stage’ and joins his father. Finally the boy is
bid (335) ‘ lock the door ’. In Downfall of R. Hood, ind., ‘ Enter Sir John
Eltham and knocke at Skeltons doore ’. He says, * Howe, maister Skelton,
what at studie hard ? * and (s.d.) ‘ Opens the doore’. In 2z Edw. IV,
1v. ii, * Enter D. Shaw, pensiuely reading on his booke’. He 1s visited
by a Ghost, who gives him a task, and adds, ‘ That done, return; and
in thy study end Thy loathed hfe .

1 Old Fortunatus, 1315—1860, is before or in the hall of a court; at
1701, * A curtaine being drawne, where Andelocia lies slceping in Agripines
lap’. In Downfall of R. Hood, ind., 1s a d.s. of a court scene, presumably
in a hall, and ‘ presently Ely ascends the chaire . . . Enter Robert Earl
of Huntingdon, leading Marian: . . . they infolde each other, and sit
downe within the curteines . . . drawing the curteins, all (but the Prior)
enter, and are kindely receiued by Robin Hood. The curteins are again
shut ’.

3 Jew of Malta, i. 36, ‘ Enter Barabas in his Counting-house, with
heapes of gold before him ’. Later his house is taken for a nunnery ; he
has hid treasure (536) ‘ underneath the plancke That runs along the vpper
chamber floore ’, and Abigail becomes a nun, and (658) throws the treasure
from ‘ aboue ’. He gets another house, and Pilia-Borza describes (1. 1167)
how ‘I chanc’'d to cast mine eye vp to the Iewes counting-house ’, saw
money-bags, and climbed up and stole by night. Arden of Feversham,
I, I1I. v, IV. i, V. i are at Arden’s house at Feversham. From 1 I should
assume a porch before the house, where Arden and his wife breakfast
and (369) ‘ Then she throwes down the broth on the grounde ’; cf. ss,
‘ Call her foorth’, and 637, ‘ Lets in’. It can hardly be a hall scene, as
part of the continuous action is ‘ neare’ the house (318) and at 245 we
get * This is the painters [Clarke’s] house’, who is called out. There 1s
no difficulty in 11, v or 1v. i; cf. 11L. v. 164, ‘let vsin’., But v. i, taken
by itself, reads like a hall scene with a counting-house behind. Black
Will and Shakebag are hidden in a ‘ counting house ’, which has a ‘ door ’
and a ‘ key ’ (113, 145, 153). A chair and stool are to be ready for Mosbie
and Arden (130). Alice bids Michael (169) ‘ Fetch in the tables, And
when thou hast done, stand before the countinghouse doore’, and (179)
' When my husband is come in, lock the streete doore’. When Arden
comes with Mosbie, they are (229) ‘in my house’. They play at tables
and the murderers creep out and kill Arden, and (261), ' Then they lay
the body in the Countinghouse *. Susan says (267), ‘ The blood cleaueth
to the ground ’, and Mosbie bids (275) ‘ strew rushes on 1t . Presently,
when guests have come and gone, (342) ‘ Then they open the counting-
house doore and looke vppon Arden’, and (363) ‘ Then they beare the
body into the fields’. Francklin enters, having found the body, with
rushes in its shoe, * Which argueth he was murthred in this roome ’, and
looking about ‘ this chamber ’, they find blood ‘in the place where he
was wont to sit’ (411-15).

* In 1 Hen. IV, 11 iv, Henry calls Poins (1) ‘ out of that fat roome '
and bids him (32) ‘ Stand in some by-roome’ while the Prince talks to
the Drawer. The Vintner (91) bids the Drawer look to guests ' within *,
and says Falstaff is ‘ at the doore’. He enters and later goes out to
dismiss a court messenger who is (317) ‘ at doore’ and returns. He has
a chair and cushion (416). When the Sheriff comes, Henry bids Falstaff
(549) * hide thee behind the Arras, the rest walke vp aboue’. Later (578)
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not necessarily so elaborate or decorative as those of the Court,
but at least intelligible, for open country scenes, battle and
siege scenes, garden scenes, street and threshold scenes, hall
scenes, chamber scenes. Like the Master of the Revels, he made
far less use of interior action than the modern or even the
Restoration producer of plays; but he could not altogether
avoid it, either on the larger scale of a hall scene, in which
a considerable number of persons had occasionally to be staged
for a parliament or a council or the like, or on the smaller
scale when only a few persons had to be shown in a chamber,
or in the still shallower enclosure which might stand as part
of a mainly out-of-doors setting for a cell, a bower, a cave,
a tent, a senate house, a window, a tomb, a shop, a porch,
a shrine, a niche.® Even more than the Master of the Revels,
he had to face the complication due to the taste of an English
audience for romantic or historical drama, and the changes
of locality which a narrative theme inevitably involved.
Not for him, except here and there in a comedy, that blessed
unity of place upon which the whole dramatic art of the
Italian neo-classic school had been built up. Our corre-
sponding antiquarian problem is to reconstruct, so far as
the evidence permits, the structural resources which were

Falstaff is found ‘a sleepe behind the Arras’. This looks like a hall
scene, and with it 11. iii, where Mrs. Quickly is miscalled (72) ‘ in mine
owne house’ and Falstaff says (112) ‘I fell a sleepe here, behind the
Arras ’, is consistent. But in 2 Hen. IV, 11. iv, Falstaff and Doll come
out of their supper room. The Drawer announces (75) ‘ Antient Pistol 's
belowe ’, and is bid (109) ‘call him vp’ and (202) ‘ thrust him downe
staires '. Later (381) ‘ Peyto knockes at doore ' ; so does Bardolph (397),
to announce that ‘a dozen captaines stay at doore’. This is clearly
an upper parlour. In Look A4bout You, scc. ix, x (continuous action),
Gloucester, disguised as Faukenbridge, and a Pursuivant have stepped into
the Salutation tavern (1470), and are in ‘' the Bel, our roome next the
Barre ’ (1639), with a stool (i504) and fire (1520). But at 1525 the action
shifts. Skink enters, apparently in a room called the Crown, and asks
whether Faukenbridge was ‘ below ’ (1533). Presumably he descends, for
(1578) he sends the sheriff’s party ‘ vp them stayres ’ to the Crown. This
part of the action is before the inn, rather than in the Bell. Humorous
Day’s Mirth, scc. viii, x-xii, in Verone’s ordinary, with tables and a court
cupboard, seems to be a hall scene; at viii. 254 ‘ convey them into the
inward parlour by the inward room ' does not entail any action within
the supposed inward room. . .

¢ W. for Fair Women, 11. 601. The scene does not itself prove interior
action, but cf. the later reference (800), ¢ Was he so suted when you dranke
with him, Here in the buttery ’.

* In Jew of Malia, v. 2316, Barabas has ‘ made a dainty Gallery, The
floore whereof, this Cable being cut, Doth fall asunder ; so that it doth
sinke Into a deepe pit past recouery’, and at 2345 is s.d. ‘ A charge, the
cable cut, A Caldron discouered ’.

¢ Cf. pp. 51, §35.55~6, 58-9, 62.
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at the Elizabethan manager’s disposal for the accomplish-
ment of his task. As material we have the numerous indica-
tions in dialogue and stage-directions with which the foot-
notes to this chapter are groaning; we have such contem-
porary allusions as those of Dekker’s Gull's Hornbook ; we
have the débris of Philip Henslowe’s business memoranda;
we have the tradition inherited from the earlier Elizabethan
period, for all the types of scene usual in the theatres had
already made their appearance before the theatres came
into existence; to a much less degree, owing to the interposi-
tion of the roofed and rectangular Caroline theatre, we have
also the tradition bequeathed to the Restoration; and as
almost sole graphic presentment we have that drawing of the
Swan theatre by Johannes de Witt, which has already
claimed a good deal of our consideration, and to which we
shall have to return from time to time, as a point de repére,
in the course of the forthcoming discussion. It is peculiarly
unfortunate that of all the seventy-three plays, now under
review, not one can be shown to have been performed at the
Swan, and that the only relics of the productions at that
house, the plot of England’s Foy of 1602 and Middleton’s
Chaste Maid in Cheapside of 1611, stand at such a distance
of time from De Witt’s drawing as not toexclude the hypothesis
of an intermediate reconstruction of its stage. One other
source of information, which throws a sidelight or two
upon the questions at issue, I will here deal with at more
length, because it has been a good deal overlooked. The
so-called ‘ English Wagner Book’ of 1594, which contains
the adventures of Wagner after the death of his master
Faustus, although based upon a German original, is largely
an independent work by an author who shows more than
one sign of familiarity with the English theatre.! The most
important of these is in chapter viii, which is headed ‘ The
Tragedy of Doctor Faustus seene in the Ayre, and acted
in the presence of a thousand people of Wittenberg. An.
1540°. It describes, not an actual performance, but an
aerial vision produced by Wagner's magic arts for the
bewilderment of an imperial pursuivant. The architecture
has therefore, no doubt, its elements of fantasy. Nevertheless,

! A. E. Richards, Studies in English Faust Literature : i. The English
Wagner Book of 1594 (1907). The book was entered in S. R. on 16 Nov.
1593 (Arber, ii. 640). A later edition of 1680 is reprinted as The Second
Report of Dr. John Faustus by W. J. Thoms, Early Pyose Romances (1828),
iii. Richards gives the date of the first edition of the German book by
Fridericus Schotus of Toledo as 1593. An edition of 1714 is reprinted
by J. Scheible, Das Kloster, iii. 1. This has nothing corresponding to the
stage-play of the English version.
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it is our nearest approach to a pen picture of an Elizabethan
stage, whereby to eke out that of De Witt’s pencil.

¢ They might distinctly perceiue a goodlye Stage to be reard (shining
to sight like the bright burnish golde) uppon many a faire Pillar of
clearest Cristall, whose feete rested uppon the Arch of the broad Rayne-
bow, therein was the high Throne wherein the King should sit, and that
prowdly placed with two and twenty degrees to the top, and round
about curious wrought chaires for diverse other Potentates, there might
you see the ground-worke at the one end of the Stage whereout the
personated divels should enter in their fiery ornaments, made like the
broad wide mouth of an huge Dragon . . . the teeth of this Hels-mouth
far out- stretching. . .. At the other end in opposition was seene the
place where in the bloudlesse skirmishes are so often perfourmed on
the Stage, the Wals . . . of . . . Iron attempered with the most firme
steele . . . environed with high and stately Turrets of the like metall
and beautye, and hereat many in-gates and out-gates : out of each
side lay the bended Ordinaunces, showing at their wide hollowes the
crueltye of death: out of sundry loopes many large Banners and
Streamers were pendant, brieflye nothing was there wanting that might
make it a faire Castle. There might you see to be short the Gibbet, the
Posts, the Ladders, the tiring house, there everything which in the
like houses either use or necessity makes common. Now above all
was there the gay Clowdes Vsque quagque adorned with the heavenly
firmament, and often spotted with golden teares which men callen
Stars. There was lively portrayed the whole Imperiall Army of the
faire heavenly inhabitaunts. . .. This excellent faire Theator erected,
immediatly after the third sound of the Trumpets, there entreth in
the Prologue attired in a blacke vesture, and making his three obey-
sances, began to shew the argument of that Scenicall Tragedy, but
because it was so far off they could not understand the wordes, and
having thrice bowed himselfe to the high Throne, presently vanished.’

The action of the play is then described. Devils issue from
hell mouth and besiege the castle. Faustus appears on the
battlements and defies them. Angels descend from heaven
to the tower and are dismissed by Faustus. The devils
assault the castle, capture Faustus and raze the tower. The
great devil and all the imperial rulers of hell occupy the
throne and chairs and dispute with Faustus. Finally,

‘ Faustus . . . leapt down headlong of the stage, the whole company
immediatly vanishing, but the stage with a most monstrous thundering
crack followed Faustus hastely, the people verily thinking that they
would have fallen uppon them ran all away.’

The three salient features of the Swan stage, as depicted by
De Witt, are, firstly the two pairs of folding doors in the back
wall; secondly, the ‘heavens’ supported on posts, which
give the effect of a division of the space into a covered rear
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and an uncovered front; and thirdly, the gallery or row
of boxes, which occupies the upper part of the back wall.
Each of these lends itself to a good deal of comment. The
two doors find abundant confirmation from numerous stage-
directions, which lead up to the favourite dramatic device of
bringing in personages from different points to meet in the
centre of the stage. The formula which agrees most closely
with the drawing is that which directs entrance ‘ at one door’
and ‘at the other door’, and is of very common use.! But
there are a great many variants, which are used, as for
example in the plot of 2 Seven Deadly Sins, with such indif-
ference as to suggest that no variation of structure is neces-
sarily involved.? Thus an equally common antithesis is that
between ‘one door’ and, not ‘the other door’, but ‘an
other door’'.® Other analogous expressions are ‘one way'’
and ‘at an other door’, ‘one way’ and ‘another way’,
‘at two sundry doors’, ‘at diverse doors’, ‘two ways’,
‘met by’;* or again, ‘at several doors’, ‘several ways’,
‘severally '.> There is a divergence, however, from De Witt's
indications, when we come upon terminology which suggests
that more than two doors may have been available for
entrances, a possibility with which the references to ‘one
door ’ and ‘ an other ’ are themselves not inconsistent. Thus
in one of the 2 Seven Deadly Sins variants, after other per-
sonages have entered ‘seuerall waies’, we find ‘ Gorboduk
entreing in the midst between’. There are other examples
of triple entrance in Fair Em, in Patient Grissell, and in The

' 1 Contention, sc. i. 1 (court scene), sc. xx. 1 (garden scene) ; Locrine,
ur. vi. 1278 (battle scene) ; &c., &c.

* Henslowe Papers, 130, ‘ To them Pnide, Gluttony Wrath and Couetous-
ness at one dore, at an other dore Enuie, Sloth and Lechery’ (1. 6) . . .
‘ Enter Ferrex . . . with . . . soldiers one way . . . to them At a nother
dore, Porrex . . . and soldiers * (26) . . . * Enter Queene, with 2 Counsailors
. . . to them Ferrex and Porrex seuerall waies . . . Gorboduk entreing in
The midst between ’ (30) . . . ‘ Enter Ferrex and Porrex seuerally ’ (36).
I suppose that, strictly, ‘ seuerally ' might also mean successively by the
same door, and perhaps does mean this in Isle of Guils, ind. 1 (Black-
friars), ‘ Enter seuerally 3 Gentlemen as to see a play ’.

' e.g. Alphonsus, 1. i. 1 (battle scene) ; Selsmus, 2430 (battle scene) ;
Locrine, v. v. 2022, 2061 (battle scene) ; Old Fortunatus, 2675 (threshold
scene) ; &c., &c. Archel, 469, calculates that of 43 examples (sixteenth

and seventeenth century) taken at random, 11 use ‘one . . . the other’,
21 ‘one ... an other’, and 11 ' several .

¢ Selimus, 658, ° at diuerse doores '; Fair Em, sc. ix, ‘ at two sundry
doors ’'; James IV, 1. ii. 1, ‘one way . . . another way ', Look About

You, 464, ‘ two waies ' ; Weakest Goeth to the Wall, 3, ' one way . . . another
way'; Jew of Maita, 230, ' Enter Gouernor . . . met by’. Further
variants are the seventeenth-century Lear (Q,), II. i. I, ‘' meeting’, and
Custom of Country, 1v. iv, ‘ at both doors ’.

¥ I Rich, 11, 1. i, * at seuerall doores '.
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Trial of Chivalry, although it is not until the seventeenth
century that three doors are in so many words enumerated.!
We get entrance * at every door’, however, in The Downfall
of -Robin Hood, and this, with other more disputable phrases,
might perhaps be pressed into an argument that even three
points of entrance did not exhaust the limits of practicability.?
It should be added that, while doors are most commonly
indicated as the avenue of entrance, this is not always the
case. Sometimes personages are said to enter from one or
other ‘end’, or ‘side’, or ‘ part’ of the stage® I take it
that the three terms have the same meaning, and that the
‘end’ of a stage wider than its depth is what we should
call its ‘side’. A few minor points about doors may be

' Fair Em, sc. iv, ‘ Enter Manvile . . . Enter Valingford at another
door . . . Enter Mountney at another door ’; Patient Grissell, 1105, * Enter
Vrcenze and Onophrio at seuerall doores, and Farneze in the mid’st’;
Trial of Chivalry, sign. LY, ‘ Enter at one dore . . . at the other dore. ..
Enter in the middest’. Examples from seventeenth-century public theatres
are Four Prentices of London, prol., ‘ Enter three in blacke clokes, at three
doores ' ; Travels of 3 English Brothers, p. 90, ‘ Enter three seuerall waies
the three Brothers '; Nobody and Somebody, 1322, ‘ Enter at one doore
. . . at another doore . . . at another doore’; Silver Age, v.ii, ‘ Exeunt
three wayes . It may be accident that these are all plays of Queen Anne’s
men, at the Curtain or Red Bull. For the middle entrance in private
theatres, cf. p. 132.

% Downfall of R. Hood, 1. i (ind.), after Eltham has knocked at Skelton’s
study door (cf. p. 69), ‘ At euery doore all the players runne out’;
Englishmen for my Money, 393, ‘ Enter Pisaro, Delion the Frenchman,
Vandalle the Dutchman, Aluaro the Italian, and other Marchants, at
seuerall doores ’; cf. the seventeenth-century r Homest Whore, sc. xiii
(Fortune), ‘ Enter . . . the Duke, Castruchio, Pioratto, and Sinezi from
severall doores muffled °.

3 Locrine, 1v. ii. 1460 (not an entry), ‘ Locrine at one side of the stage ’ ;
Sir T. More, sc. i. 1, * Enter at one end John Lincolne . . . at the other
end enters Fraunces ' ; Stuksley, 245, ‘ Enter Stukeley at the further end
of the stage’, 2382, ‘ Two trumpets sound at either end '; Look About
You, sc. ii. 76 ," Enter . . . on the one side . . . on the other part’. Very
elaborate are the s.ds. of John a Kent, 111, i. The scene is before a Castle.
A speaker says, ‘ See, he [John a Cumber] sets the Castell gate wide ope .
Then follows dialogue, interspersed with the s.ds. ‘ Musique whyle he
opens the door’. . . . ‘ From one end of the Stage enter an antique . . .
Into the Castell . . . Exit’. . . . ‘ From the other end of the Stage enter
another Antique . .. Exit into the Castell". . . . ‘ From under the Stage
the third antique . . . Exit into the Castell’, . . . ‘ The fourth out of
a tree, if possible it may be . . . Exit into the Castell’. Then John a
Cumber ‘ Exit into the Castell, and makes fast the dore’. John a Kent
enters, and ‘ He tryes the dore’. John a Cumber and others enter ‘ on
the walles ’ and later ‘ They discend '. For an earlier example of ‘ end *,
cf. Cobler’s Prophecy (p. 35, n. 1), and for a later The Dumb Knight
(Whitefriars), i, iv. In 2 Return from Parnassus (Univ. play), 1v. i begins
* Sir Radericke and Prodigo, at one corner of the Stage, Recorder and
Amoretto at the other ’,
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noted, and the discussion of a difficulty may be deferred.?
Some entrances were of considerable size ; an animal could be
ridden on and off.2 There were practicable and fairly solid
doors; in A Knack to Know an Homest Man, a door is
taken off its hinges.® And as the doors give admittance
indifferently to hall scenes and to out-of-door scenes, it is
obvious that the term, as used in the stage directions, often
indicates a part of the theatrical structure rather than a feature
properly belonging to a garden or woodland background.*
Some observations upon the heavens have already been
made in an earlier chapter.® I feel little doubt that, while
the supporting posts had primarily a structural object, and
probably formed some obstacle to the free vision of the
spectators, they were occasionally worked by the ingenuity
of the dramatists and actors into the ‘ business’ of the plays.
The hints for such business are not very numerous, but they
are sufficient to confirm the view that the Swan was not the
only sixteenth-century theatre in which the posts existed.
Thus in a street scene of Englishmen for my Money and in
an open country scene of Two Angry Women of Abingdon
we get episodes in which personages groping in the darkness
stumble up against posts, and the second of these is particu-
larly illuminating, because the victim utters a malediction
upon the carpenter who set the post up, which a carpenter
may have done upon the stage, but certainly did not do in
a coney burrow.® In Englishmen for my Money the posts
are taken for maypoles, and there are two of them. There

1 Cf. p. 98.

: Soh'?nan and Perseda, 1. iv. 47, ‘ Enter Bastlisco riding of a mule’
... (71) ‘ Piston getteth vp on his Asse, and rideth with him to the doore *;
cf. 1 Rich. II (quoted p. 61, n. 3), and for the private stage, Liberality
and Prodigality, passim, and Summer’'s Last Will and Testament, 968.
W. J. Lawrence, Horses upon the Elizabethan Stage (T. L. S. 5 June 1919),
deprecates a literal acceptance of Forman's notice of Macbeth and Banquo
‘ riding through a wood’, attempts to explain away the third example
here given, and neglects the rest. I think some kind of ' hobby ' more
likely than a trained animal. In the Mask of Flowers, Silenus is ‘ mounted
upon an artificiall asse, which sometimes being taken with strains of
musicke, did bow down his eares and listen with great attention '; cf.
T. S. Graves, The Ass as Actor (1915, South Atlantic Quarterly, xv. 175).

3 Knack to Know an Honest Man, sc. ix. 1034 (cf. p. 60, n. 3).

¢ Leir, 2625 (open country scene near a beacon), ' Mumford followes
him to the dore’; cf. p. 60, supra.

¥ Cf. ch. xviii, p. 544.

* 2 Angry Women, sc. x. 2250, ' A plague on this poast, 1 would the
Carpenter had bin hangd that set it vp for me. Where are yee now ? ’;
Englishmen for my Money, scc. vii-ix (continuous scene), 1406, ‘' Take
heede, sir! hers a post * . . . (1654) ‘ Watt be dis Post ? . . . This Post ;
why tis the May-pole on Iuie-bridge going to Westminster. . . . Soft,
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are two of them also in Three Lords and Three Ladies of
London, a post and ‘ the contrarie post’, and to one of them
a character is bound, just as Kempe tells us that pickpockets
taken in a theatre were bound.! The binding to a post occurs
also in Soliman and Perseda.®* In Fames IV and in Lord
Cromwell bills are set up on the stage, and for this purpose the
posts would conveniently serve.® All these are out-of-door
scenes, but there was a post in the middle of a warehouse in
Every Man In his Humour, and Miles sits down by a post
during.one of the scenes in the conjurer’s cell in Bacon and
Bungay* 1 am not oblivious of the fact that there were
doubtless other structural posts on the stage besides those of
the heavens, but I do not see how they can have been so con-
spicuous or so well adapted to serve in the action.® Posts
may have supported the gallery, but I find it difficult
to visualize the back of the stage without supposing these
to have been veiled by the hangings. But two of them
may have become visible when the hangings were drawn,
or some porch-like projection from the back wall may have
had its posts, and one of these may be in qucstion, at any rate
in the indoor scenes.

The roof of the heavens was presumably used to facilitate
certain spectacular effects, the tradition of which the public
theatres inherited from the miracle plays and the Court
stage.® Startling atmospheric phenomena were not infre-
quently represented.” These came most naturally in out-of-
door scenes, but I have noted one example in a scene which
on general grounds one would classify as a hall scene.® The

heere’s an other: Oh now I know in deede where I am; wee are now
at the fardest end of Shoredich, for this is the May-pole’. . . . (1701)
‘ Ic weit neit waer dat ic be, ic goe and hit my nose op dit post, and ic
goe and hit my nose op danden post ’.

t 3 Lords and 3 Ladies, sign. 1,V.

* Cf. p. 57, n. 4, and for Kempe, ch. xviii, p. 545.

3Cf.p.57,n.5; p. 58, n 1.

¢ Cf p.64,n.3; p.67,n.1. ¢ Graves, 88.

¢ Cf. ch. xix, p. 42 ; Mediaeval Stage, ii. 86, 142. Heywood, Apology
(1608), thinks that the theatre of Julius Caésar at Rome had ‘ the covering
of the stage, which we call the heavens (where upon any occasion their
gods descended) °.

' Baitfle of Alcazar, 1263 (d.s.), ‘ Lightning and thunder . . . Heere the
blazing Starre . . . Fire workes’; Looking Glass, 1556 (s.d.), ‘ A hand
from out a cloud, thrcatneth a burning sword ’; 2 Confention, sc. v. 9
(s.d.), ‘ Three sunnes appeare in the aire’' (cf. 3 Hen. VI, 1. i. 25);
Stukeley, 2272 (d.s.), ‘' With a sudden thunderclap the sky is on fire and
the blazing star appears ’.

* 1 Troublesome Raign, sc. xiii. 131 (s.d.), ‘ There the fiue Moones
appeare ’. The Bastard casts up his eyes ‘ to heauen ’ (130) at the sight,
and the moons are in * the skie ’ (163), but the episode follows immediately
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illusion may not have gone much beyond a painted cloth
drawn under the roof of the heavens.! More elaborate
machinery may have been entailed by aerial ascents and
descents, which were also not uncommon. Many Elizabethan
actors were half acrobats, and could no doubt fly upon a wire ;
but there is also clear evidence for the use of a chair let down
from above.? And was the arrangement of cords and pulleys
required for this purpose also that by which the chair of
state, which figures in so many hall scenes and even a few
out-of-door scenes, was put into position?® Henslowe had
a throne made in the heavens of the Rose in 1595.4 Jonson
sneered at the jubilation of boyhood over the descent of the
creaking chair.5 The device would lighten the labours of
the tire-man, for a state would be an awkward thing to carry
on and off. It would avoid the presence of a large incon-
gruous property on the stage during action to which it was
inappropriate. And it would often serve as a convenient

after the coronation which is certainly in * the presence ' (81). Perhaps
this is why in K. J., 1v. ii. 181, the appearance of the moons is only
narrated.

! The Admiral’s inventories of 1598 (Henslowe Papers, 117) include ‘ the
clothe of the Sone and Moone '.

2 Alphonsus, prol. (1), ‘ After you haue sounded thrise, let Venus be
let downe from the top of the stage’'; epil. (1916), ‘ Enter Venus with
the Muses ' . . . (1937), ‘ Exit Venus; or if you can conueniently, let
a chaire come down from the top of the Stage and draw her vp' In
Old Fortunatus, 840, Fortunatus, at the Soldan’s court, gets a magic hat,
wishes he were in Cyprus, and ‘ Exit’. The bystanders speak of him as
going ‘ through the ayre’ and ‘ through the clouds’. Angels descend
from heaven to a tower in the Wagner Book play (cf. p. 72).

3 One of the 1616 additions to the text of Dr. Faustus (sc. xiv) has
the s.d. ¢ Musicke while the Throne descends ’ before the vision of heaven,
and ‘ Hell is discouered ’ before that of hell. On the other hand, in Death
of R. Hood, ii, ind. (cf. p. 66), the king is in a chair behind a curtain,
and the fact that the queen ‘ ascends ’ and ‘ descends ' may suggest that
this chair is the ‘state’. However this may be, I do not see how any
space behind the curtain can have been high enough to allow any digmity
to the elaborate states required by some court scenes; cf p 64, n. 5. The
throne imagined in the Wagner Book (cf. p. 72) had 22 steps. Out-of-door
scenes, in which the ‘ state ’ appears to be used, arc A/phonsus, 11. i. 461
(battle scene), ‘ Alphonsus sit in the Chaire’ (s.d); 1.1 (a crowning on
the field) ; Locrine, 1v. i1. 1490 (camp scene), ‘ Let him go into his chaire’
(s.d.); Old Fortunatus, sc. i. 72 (dream scene in wood), ‘ Fortune takes
her Chaire, the Kings lying at her feete, shee treading on them as shee
goes vp ' ... (148), ' She comes downe '.

¢ Henslowe, i. 4, ‘ Itm pd for carpenters worke & mackinge the throne
in the heuenes the 4 of Iune 1595 . . . vijll ij8 ",

# E.M.I. (F,), prol. 14,

One such to-day, as other plays should be ;
Where neither chorus wafts you o’er the seas,
Nor creaking throne comes down the boys to please.
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signal for the beginning or ending of a hall scene. But to this
aspect of the matter I must return.! Whatever the machinery,
it must have been worked in some way from the upper part
of the tire-house; possibly from the somewhat obscure third
floor, which De Witt's drawing leaves to conjecture; possibly
from the superstructure known as the hut, if that really stood
further forward than De Witt's drawing suggests. Perhaps
the late reference to Jove leaning on his elbows in the garret,
or employed to make squibs and crackers to grace the play,
rather points to the former hypothesis.2 In favour of the
latter, for what it is worth, is the description, also late, of
a theatre set up by the English actors under John Spencer at
Regensburg in 1613. This had a lower stage for music,
over that a main stage thirty feet high with a roof supported
by six great pillars, and under the roof a quadrangular
aperture, through which beautiful effects were contrived.?

There has been a general abandonment of the hypothesis,
which found favour when De Witt's drawing was first
discovered, of a division of the stage into an inner and an
outer part by a ‘ traverse ’ curtain running between the two
posts, perhaps supplemented by two other curtains running
from the posts back to the tire-house.* Certainly I do not
wish to revive it. Any such arrangement would be inconsis-
tent with the use of the tire-house doors and gallery in
out-of-door scenes; for, on the hypothesis, these were played
with the traverse closed. And it would entail a serious inter-
ference with the vision of such scenes by spectators sitting
far round in the galleries or ‘above the stage’. It does
not, of course, follow that no use at all was made of curtains
upon the stage. It is true that no hangings of any kind
are shown by De Witt. Either there werc none visible when
he drew the Swan in 1596, or, if they were visible, he failed to
draw them; it is impossible to say which. We know that
even the Swan was not altogether undraped in 1602, for
during the riot which followed the ‘ cousening prancke’ of
England’s Foy in that year the audience are said to have

' Cf. p. 89. * Cf. vol. ii, p. 546.

? Mettenleiter, Musikgeschichtevon Regensburg, 256; Herz, 46, ein Theater
darinnen er mit allerley musikalischen Instrumenten auf mehr denn zehn-
erley Weise gespielt, und tiber der Theaterbiihne noch eine Bithne 30
Schuh hoch auf 6 grosse Sdulen, {iber welche ein Dach gemacht worden,
darunter ein viereckiger Spund, wodurch die sie schéne Actiones verrichtet
haben ’; cf. ch. xiv and C. H. Kaulfuss-Diesch, Die Inszenierung des
deutschen Dramas an der Wende des sechzehnten und siebzehnten Jahr-
hunderts (1905).

. ¢ Prolss, 73; Brodmeier, 5, 43, 57; cf. Reynolds, i. 7, and in M. P,
ix. 59; Albright, 151; Lawrence, i. 40.
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‘revenged themselves upon the hangings, curtains, chairs,
stooles, walles, and whatsoever came in their way'.! It is
not, indeed, stated that these hangings and curtains were
upon the stage, and possibly, although not very probably,
they may have been in the auditorium. Apart, however,
from the Swan, there is abundant evidence for the use of
some kind of stage hangings in the public theatres of the
sixteenth century generally. To the references in dialogue
and stage-directions quoted in the foot-notes to this chapter
may be added the testimony of Florio in 1598, of Ben Jonson
in 1601, of Heywood in 1608, and of Flecknoe after the
Restoration.? We can go further, and point to several
passages which attest a well-defined practice, clearly going
back to the sixteenth century, of using black hangings for the
special purpose of providing an appropriate setting for a
tragedy.® Where then were these hangings? For a front

1 Cf. ch. xxiii, s.v. Vennor. The only extant Swan play is Middleton’s
Chaste Maid in Cheapside of 1611. Chamber scenes are 111. i, ii, iii ; 1v. i;
v. ii. Some of these would probably have been treated in a sixteenth-
century play as threshold scenes. But 1. ii, a child-bed scene, would
have called for curtains. In Chaste Maid, however, the opening s.d. is
‘ A bed thrust out upon the stage; Allwit's wife in it’. We cannot
therefore assume curtains ; cf. p. 113. The room is above (ll. 102, 124)
and is set with stools and rushes. In v. iv, two funeral processions meet
in the street, and * while all the company seem to weep and mourn, there
is a sad song in the music room ’.

* Florio, Dictionary, ' Scena . . . forepart of a theatre where players
make them readie, being trimmed with hangings’ (cf. vol.ii, p. §39); Jonson,
Cynthia’s Revels, ind. 151, ‘I am none of your fresh Pictures, that use
to beautifie the decay’d dead Arras, in a publique Theater ’; Heywood,
Apology, 18 (Melpomene log.), * Then did I tread on arras; cloth of tissue
Hung round the forefront of my stage ’; Flecknoe (cf. App. I), ‘ Theaters
. . . of former times . . . were but plain and simple, with no other scenes,
nor decorations of the stage, but onely old tapestry, and the stage strew’d
with rushes ’.

3 1 Hen. VI, 1. i. 1, ‘ Hung be the heavens with black, yield day to
night!’; Lucr. 766 (of night), ‘ Black stage for tragedies and murders
fell’; Warning for Fair Women, ind. 74, ‘ The stage is hung with blacke,
and I perceive The auditors prepar’d for tragedie '; 11. 6, * But now we
come unto the dismal act, And in these sable curtains shut we up The
comic entrance to our direful play’; Daniel, Civil Wars (Works,ii.231), ‘Let
her be made the sable stage, whercon Shall first be acted bloody tragedies’;
2 Antonio and Mcllida (Paul's, 1599), prol. 20, ‘ Hurry amain from our
black-visaged shows ' ; Northward Hoe, 1v. i (of court play), ‘ the stage
hung all with black velvet ' ; Dekker (iii. 296), Lanthorne and Candle-light
(1608), ‘ But now, when the stage of the world was hung with blacke,
they jetted vppe and downe like proud tragedians ’; Insatiate Countess,
1V. v. 4 ‘ The stage of heaven is hung with solemn black, A time best fitting
to act tragedies ' ; Anon., Elegy on Burbage (Collier, Actors, 53), * Since
thou art gone, dear Dick, a tragic night Will wrap our black-hung stage * ;
cf. Malone in Variorum, iii. 103 ; Graves, Night Scenes in the Elizabethan
Theatres (E. S. xlvii. 63) ; Lawrence, Night Performances in the Elizabethan
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curtain, on the public stage, as distinct from the Court
stage, there 'is no evidence whatever, and the precau-
tions taken to remove dead bodies in the course of action
enable us quite safely to leave it out of account.! There
may have been hangings of a decorative kind in various
places, of course; round the base of the stage, for example,
or dcpendent, as Malone thought, from the heavens. But
the only place where we can be sure that there were hangings
was what Heywood calls the ‘fore-front’ of the stage, by
which it seems clear from Florio that he means the fore-front
of the tiring-house, which was at the same time the back
wall of the stage. It is, I believe, exclusively to hangings
in this region that our stage-directions refer. Their termino-
logy is not quite uniform. ‘Traverse’ I do not find in a
sixteenth-century public play.? By far the most common
term is ‘curtain’, but I do not think that there is any
technical difference between ‘curtain’ and the not infre-
quent ‘arras’ or the unique ‘veil ' of The Death of Robin
Hood3 * Arras’ is the ordinary Elizabethan name for a hang-

Theatres (E. S. xlviii. 213). In several of the passages quoted above, the
black-hung stage is a metaphor for night, but I agree with Lawrence
that black hangings cannot well have been used in the theatre to indicate
night scenes as well as tragedy. I do not know why he suggests that
a ‘ prevalent idea that the stage was hung with blue for comedies ’, for
which, if it exists, there is certainly no evidence, is ‘ due to a curious
surmise of Malone’s'. Malone (Var. ii1. 108) only suggests that ‘ pieces
of drapery tinged with blue ’ may have been ‘ suspended across the stage
to represent the heavens '—quite a different thing. But, of course, there
is no evidence for that either. According to Reich, Der Mimus, 1. ii. 705,
the colour of the siparium in the Indian theatre is varied according to
the character of the play.

t Cf. p. 30; vol. i, p.231. On theremoval of bodies W. Archer (Quarterly
Review, ceviii. 454) says, ‘ In over a hundred plays which we have minutely
examined (including all Shakespeare’s tragedies) there is only a small
minority of cases in which explicit provision is not made, either by stage-
direction or by a line in the text, for the removal of bodies. The few
exceptions to this rule are clearly mere inadvertences, or else are due to
the fact that there is a crowd of people on the stage in whose exit a body
can be dragged or carried off almost unobserved’. 1In Old Fortunatus,
1206, after his sons have lamented over their dead father, ‘ They both
fall asleepe: Fortune and a companie of Satyres enter with Musicke,
and playing about Fortunatus body, take him away ’. Of course, a body
left dead in the alcove need not be removed ; the closing curtains cover it,

s Cf. p. 26.

* Cf. p. 51, n. 3 (Downfall of R. Hood, ‘' curtaines ’ of bower ‘ open ') ;
P- §1, n. 4 (Baitle of Alcazar, cave behind ‘curtaines’); p. 53, n. g
(Edw. I, tent ‘ opens * and is closed, and Queen is ‘ discouered’) ; p. 53,
n. 1 (Looking-Glass, ‘ curtaines’ of tent drawn to shut and open) ; p. 63,
n, 1 (Old Fortunajus, M. V., ‘curtaines’ drawn to reveal caskets) ;
P. 63, n. 4 (Sir T. More, ‘ arras’ drawn); p. 65, n. 3 (2 Tamburlaine,
‘arras ' drawn ; Sclimus, ‘ curtins ' drawn ; Battle of Alcazar, * curtains ’
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ing of tapestry used as a wall decoration, and often projected
from a frame so as to leave a narrow space, valuable to
eavesdroppers and other persons in need of seclusion, between
itself and the wall. The stage arras serves precisely this
purpose as a background to interior scenes. Here stand the
murderers in King Fohn; here Falstaff goes to sleep in
1 Henry IV ; and here too he proposes to ‘ensconce’ him-
self, in order to avoid being confronted with both his lady-
loves together in The Merry Wives!

The stage-directions, however, make it quite clear that the
curtains were not merely an immovable decoration of the back
wall. They could be * opened ’ and ‘ shut’ or ‘ closed ’; and
either operation could indifferently be expressed by the term
*drawn’. This drawing was presumably effected by sliding
the curtain laterally along a straight rod to which it was
affixed by rings sewn on to its upper edge; there is no sign
of any rise or fall of the curtain. The operator may be an
actor upon the stage; in Bacon and Bungay Friar Bacon
draws the curtains ‘with a white sticke’. He may be the
speaker of a prologue.? Whether the ‘servitours® of a
theatre ever came upon the stage, undisguised, to draw
the curtains, I am uncertain; but obviously it would be
quite easy to work the transformation from behind, by a cord
and pulley, without any visible intervention.® The object
of the drawing is to introduce interior action, cither in a mere
recess, or in a larger space, such as a chamber; and this,
not only where curtains are dramatically appropriate, as
within a house, or at the door of a tent, but also where they
are less so, as before a cave or a forest bower. One may
further accept the term ‘discovered’ as indicating the
unveiling of an interior by the play of a curtain, even when the
curtain is not specifically mentioned; * and may recognize
that the stage-directions sometimes use ‘ Enter’ and ‘ Exit’

drawn ; Famous Viclories, ‘ curtains ' drawn; 1 Contention, ' curtains’
drawn and bodies * discouered *; r Rich. II, ‘ curtayne’ drawn ; Death
of R. Hood, * vaile’ or ‘curten’ drawn; R. J., ‘curtens’shut); p. 67, n. 1
(Friar Baconm, ‘ courtaines’ drawn by actor with stick; Lord Cromwell,
‘curtaines’ drawn); p. 68, n. 1 (Old Fortunatus, ‘ curtaine’ drawn; Down-
fall of R. Hood, * curteines ’ drawn and ‘ shut’).

' M. W, m iii. 97; cf. p. 66, n. 1 (K. J.), p. 68, n. 3 (r Hen. IV).

* So probably in Dr. Faustus, 28, where the prol. ends ‘ And this the
man that in his study sits ', and the s.d. follows, ‘ Enter Faustus in his
study .

? The ‘ groom ’ of the seventeenth-century Devsl’s Charter (cf. p. 110)
might be a servitor.

¢ Cf. p. 53, n. § (Edw. I ; Trial of Chivalry); p. 63, n. 3 (1 Contention) ;
P. 67, n. 1 (E. M. I1.). In James IV, v. vi. 2346, ‘ He discouereth her * only
describes-the removal of a disguise.

3329-3 G
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in a loose sense of persons, who do not actually move in or
out, but are ‘ discovered ’, or covered, by a curtain,?

Of what nature, then, was the space so disclosed ? There
was ordinarily, as already stated, a narrow space behind an
arras; and if the gallery above the stage jutted forward,
or had, as the Swan drawing perhaps indicates, a projecting
weather-board, this might be widened into a six- or seven-foot
corridor, still in front of the back wall.2 Such a corridor
would, however, hardly give the effect of a chamber, although
it might that of a portico. Nor would it be adequate in size
to hold all the scenes which it is natural to class as chamber
scenes ; such, for example, as that in Tamburlaine, where no
less than ten persons are discovered grouped around Zeno-
crate’s bed.® The stage-directions themselves do not help
us much ; that in Alphonsus alone names ‘ the place behind
the stage’, and as this is only required to contain the head of
Mahomet, a corridor, in this particular scene, would have
sufficed.* There is, however, no reason why the opening
curtains should not have revealed a quite considerable
aperture in the back wall, and an alcove or recess of quite
considerable size lying behind this aperture. With a 43-foot
stage, as at the Fortune, and doors placed rather nearer the
ends of it than De Witt shows them, it would be possible to get
a 15-foot aperture, and still leave room for the drawn curtains
to hang between the aperture and the doors. Allow 3 feet
for the strip of stage between arras and wall, and a back-run
of 10 feet behind the wall, and you get an adequate chamber
of 15 feet x 13 feet. My actual measurements are, of course,
merely illustrative. There would be advantages, as regards
vision, in not making the alcove too deep. The height, if
the gallery over the stage ran in a line with the middle
gallery for spectators, would be about 8 feet or g feet ; rather
low, I admit.5 A critic may point out that behind the back
wall of the outer stage lay the tire-house, and that the 14-foot
deep framework of a theatre no greater in dimensions than
the Fortune does not leave room for an inner stage in addition
to the tire-house. I think the answer is that the ‘place
behind the stage ' was in fact nothing but an enclave within
the tire-house, that its walls consisted of nothing but screens
covered with some more arras, that these werc only put up
when they were needed for some particular scene, and that

! Prolss, 85: Albright, 140; Reynolds, i. 26 ; cf. p. 65, n. 3 (Baitle of
Al.caxr) A' 1:‘ 67, n.Qx (I‘J:ﬂ F;ust_us). R @

. Archer 1n Quar evtew, CCVill, 470, e i. 9
88 ; cf. Brereton in Sh. H}::mage, 204. 47 ynolds, 1.9 Graves,

3 Cf. p. 65, n. 3 (2 Tamburlaine).
¢ Cf. p. 64, n. 2 (Alphonsus). * Cf. p, 8s.
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when they were up, although they extended to nearly the full
depth of the tire-house, they did not occupy its full width,
but left room on either side for the actors to crowd into, and
for the stairs leading to the upper floors. When no interior
scene had to be set, there was nothing between the tire-
house and the outer stage but the curtains; and this renders
quite intelligible the references quoted in an earlier chapter
to actors peeping through a curtain at the audience, and to
the audience ‘ banding tile and pear’ against the curtains,
to allure the actors forth.! I do not think it is necessary to
assume that there was a third pair of folding doors per-
manently fixed in the aperture.2 They would be big and
clumsy, although no doubt they would help to keep out
noise. In any case, there is not much evidence on the
point. If Tarlton’s head was seen ‘ the Tire-House doore and
tapistrie betweene ’, he may very well have gone to the end
of the narrow passage behind the arras, and looked out where
that was broken by one of the side doors. No doubt, however,
the aperture is the third place of entrance ‘in the midst’,
which the stage-directions or action of some plays require,
and which, as such, came to be regarded as a third door.?

I conceive, therefore, of the alcove as a space which the
tire-man, behind the curtains and in close proximity to the
screens and properties stored in the tire-house, can arrange
as he likes, without any interruption to continuous action
proceeding on the outer stage. He can put up a house-front
with a door, and if needed, a porch. He can put up a shop,
or for that matter, a couple of adjacent shops. He can put
up the arched gates of a city or castle. These are compara-
tively shallow structures. But he can also take advantage
of the whole depth of the space, and arrange a chamber,
a cave, or a bower, furnishing it as he pleases, and adding
doors at the back or side, or a back window, which would
enable him to give more light, even if only borrowed light
from the tire-house, to an interior scene.* One point, however,
is rather puzzling. There are some scenes which imply
entrance to a chamber, not from behind, but from the open
stage in front, and by a visible door which can be knocked
at or locked. Thus in Romeo and Fuliet, of which all the staging
is rather difficult on any hypothesis, the Friar observes
Juliet coming towards his cell, and after they have discoursed

v Cf. vol. ii, p. 539.

* W, Archer in Quarterly Review, ccviii. 470 ; Graves, 13.

3 Cf. p. 73. T. Holyoke, Latin Dict. (1677), has * Scena—the middle
door of the stage ’.

¢ Lawrence, ii. 0. A window could also be shown in front, if needed,
but I know of no clear example ; cf. Wegener, 82, 95.
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Juliet bids him shut the door. Here, no doubt, the Friar
may have looked out and seen Juliet through a back window,
and she may have entered by a back door. But in an earlier
scene, where we get the stage-direction ‘Enter Nurse and
knockes', and the knocking is repeated until the Nurse is
admitted to the cell, we are, I think, bound to suppose that

Tr.ring House s Place behind [Staws Tu-’mg House

l——— 0 ia — r__j
Door? Door?
—
STAGE
Galleries Galleries

Yard

Gallertes

A.SQUARE THEATRE (Proportions of Fortune)

the entry is in front, in the sight of the audience, and ante-
cedent to the knocking.! Perhaps an even clearer case is in
Captain Thomas Stukeley, where Stukeley’s chamber in the
Temple is certainly approached from the open stage by
a door at which Stukeley's father knocks, and which is
unlocked and locked again.? Yet how can a door be inserted
in that side of a chamber which is open to the stage and the
audience. Possibly it was a very conventional door set
across the narrow space between the arras and the back wall

tCLp.ost,n. 2 (R ), ' Cf. p. 67, n. 1 (Stukeley).
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of the main stage, at the corner of the aperture and at right
angles to its plane. The accompanying diagrams will perhaps
make my notion of the inner stage clearer.

It has been suggested, by me as well as by others, that the
inner stage may have been raised by a step or two above the
outer stage.! On reflection, I now think this unlikely. There

faivr] Plage behind S
Tu-zngﬁou;s(e Stagn 'I'u-mgl‘iouse
Door Curtain """ Door
Door? STAGE Door?
Galleries Gallertes
Yard
Gallertes

B. OCTAGONAL THEATRE (eg.Globe; size of Fortune)

would be none too much height to spare, at any rate if the
height of the alcove was determined by that of the spectators’
galleries. The only stage-direction which suggests any such
arrangement is in the Death of Robin Hood, where the King sits
in a chair behind the curtains, and the Queen ascends to him
and descends again.? But even if the tire-man put up an
exalted seat in this case, there need have been no permanent
elevation. The missing woodcut of the Anglo-German stage
at Frankfort in 1597 is said to have shown a raised inner stage;

! Stratford Town Shakespeare, x. 360 ; cf. Wegener, 56, 73 ; Neuendorff,
124 ; Reynolds, i. 25. s Cf. p. 65, 1. 3.
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but until it is recovered, it is difficult to estimate its value
as testimony upon the structure of the London theatres.?

It must not, of course, be taken for granted that every
curtain, referred to in text or stage-directions as ‘drawn’,
was necessarily a back-curtain disclosing an alcove. In some,
although not all, of the bedchamber scenes the indications
do not of themselves exclude the hypothesis of a bed standing
on the open stage and the revealing of the occupant by the
mere drawing of bed curtains.? I do not think there is any
certain example of such an arrangement in a sixteenth-
century play.® But tents also could be closed by curtains,
and the plot of 2 Seven Deadly Sins requires Henry VI to lie
asleep in ‘ A tent being plast one the stage’, while dumb
shows enter ‘ at one dore ' and * at an other dore .4 However
it may have been with other theatres, we cannot, on the
evidence before us, assert that the Swan had an alcove
at all; and if it had not, it was probably driven to provide
for chamber scenes by means of some curtained structure
on the stage itself.

On the other hand, it must not be supposed that every case,
in which a back curtain was drawn, will have found record in
the printed book of the play concerned; and when the
existence of an alcove has once been established, it becomes
legitimate to infer its use for various chamber and analogous
scenes, to the presentation of which it would have been well
adapted. But this inference, again, must not be twisted into
a theory that the stage in front of the back wall served only
for out-of-door scenes, and that all interior action was
housed, wholly or in part, in the alcove. This is, I think,
demonstrably untrue, as regards the large group of indoor
scenes which I have called hall scenes. In the first place, the
alcove would not have been spacious enough to be of any
value for a great many of the hall scenes. You could not
stage spectacular action, such as that of a coronation, a
sitting of parliament, or a trial at the bar, in a box of 15 by
13 feet and only g feet high. A group of even so many as ten
persons clustered round a bed is quite another thing. I admit
the device of the so-called ‘split’ scene, by which action

1 Cf. vol. ii, p. 520.

3 Of the examples cited on p. 80, n. 3, bed curtains could only suffice
for Selimus, Battle of Alcazar, 1 Rich. II, and possibly R. J. and Bacon
and Bungay ; in the others either there is no bed, or there is a clear
indication of a discovered chamber. The curtains in Sp. Trag. need
separate consideration ; cf. p. 93, n. 1.

? The s.ds. of 2 Hen. VI, in so far as they vary from 1 Contention,
may date from the seventeenth century ; cf. ch. xxi, p. 113.

"4 Henslowe Papers, 130.
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beginning in the alcove is gradually extended so as to take
the whole of the stage into its ambit.! This might perhaps
serve for a court of justice, with the judges in the alcove,
the ‘bar’ drawn across the aperture, and the prisoners
brought in before it. A scene in which the arras is drawn
in Sir Thomas More points to such a setting.2 But a scene
in which a royal ‘state’ is the dominating feature would
be singularly ineffective if the state were wedged in under
the low roof of the alcove; and if I am right in thinking that
the ‘state’ normally creaked down into its position from the
heavens, it would clearly land, not within the alcove, but upon
the open stage in front of it. Indeed, if it could be placed
into position behind a curtain, there would be no reason for
bringing it from the heavens at all. Then, again, hall scenes
are regularly served by two or more doors, which one certainly
would not suppose from the stage-directions to be any other
than the doors similarly used to approach out-of-door scenes ;
and they frequently end with injunctions to ‘come in’,
which would be superfluous if the personages on the stage
could be withdrawn from sight by the closing of the curtain.
Occasionally, moreover, the gallery over the stage comes
into play in a hall scene, in a way which would not be possible
if the personages were disposed in the alcove, over which, of
course, this gallery projected.® Some of these considerations
tell more directly against the exclusive use of the alcove for
hall scenes, than against its use in combination with the
outer stage; and this combined use, where suitable, I am
quite prepared to allow. But ordinarily, I think, the hall
scenes were wholly on the outer stage; and this must neces-
sarily have been the case where two rooms were employed,
of which one opens out behind the other.*

It may be said that the main object of the curtain is to
allow of the furniture and decorations of a ‘ set ' scene, which
is usually an interior scene, being put in place behind it,
without any interruption to the continuous progress of an

! Prélss, 96 ; Reynolds, i. 24, 31; Albright, 111,

* Cf. p. 63, n. 4.

3 Dr. Faustus, 10075qq., is apparently a hall scene, but in 1030 (an
addition of 1616 text), * Enter Benuolio aboue at a window ’, whence he
views the scene with a state. On the play scene, with a gallery for the
court, in Sp. Trag. 1v. i, cf. p. 93.

¢ Famous Viclories, sc. viii; 2 Henm. IV, 1v.iv, v; I Conlention, scc.
X, Xi; 2 Hen. VI, nv. ii, iii (cf. p. 65, n. 3) ; Edw. II, 2448-2565; 1 Tv.
Raigne, xii; K. J.1v.i {(cf. p. 66, n. 1); Lord Cromwell, n1. 1 (cf. p. 67,
n. 1) ; Downfall of R. Hood, ind. (cf. p. 68, n. 1) ; Arden of Feversham,
v. i (cf. p. 68, n. 2); r Hen. IV, 1. iv; Humorous Day's Murth, viii
(cf. p. 68, n. 3).



88 THE PLAY-HOUSES

act; and that hall scenes cannot be set properly, unless they
also are behind the curtain line. I do not think that there is
much in this argument. A hall scene does not require so much
setting as a chamber scene. It is sufficiently furnished, at
any wate over the greater part of its area, with the state
and such lesser seats as can very readily be carried on during
the opening speeches or during the procession by which the
action is often introduced. A bar can be set up, or a banquet
spread, or a sick man brought in on his chair, as part of the
action itself.? Even an out-of-door scene, such as an execu-
tion or a duel in the lists, sometimes demands a similar
adjustment ; 2 it need no more give pause than the analogous
devices entailed by the removal of dead bodies from where
they have fallen.

I must not be taken to give any countenance to the doctrine
that properties, incongruous to the particular scene that was
being played, were allowed to stand on the public Elizabethan
stage, and that the audience, actually or through a conven-
tion, was not disturbed by them.? This doctrine appears
to me to rest upon misunderstandings of the evidence pro-
duced in its support, and in particular upon a failure to
distinguish between the transitional methods of setting
employed by Lyly and his clan, and those of the permanent
theatres with which we are now concerned. The former
certainly permitted of incongruities in the sense that, as the
neo-classic stage strove to adapt itself to a romantic subject-
matter, separate localities, with inconsistent properties, came
to be set at one and the same time in different regions of the
stage. But the system proved inadequate to the needs of
romanticism, as popular audiences understood it; and, apart
from some apparent rejuvenescence in the ‘ private ' houses,
with which I must deal later, it gave way, about the time of
the building of the permanent theatres, to the alternative
system, by which different localities were represented, not
synchronously but successively, and each in its turn had full
occupation of the whole field of the stage. This full occupa-

! Cf. p. 64, n. 6. W. Archer (Quarterly Review, ccviii. 457) suggests
that convention allowed properties, but not dead or drunken men, to be
moved in the sight of the audience by servitors. But as a rule the moving
could be treated as part of the action. and need not take place between
scenes.

* Rich. II, 1. iii; 2 Edw. IV, 11 iv, ' This while the hangman prepares,
Shore at this speech mounts vp the ladder . . . Shoare comes downe °’.
The Admiral’s inventories of 1598 (Henslowe Papers, 116) include * j payer
of stayers for Fayeton '.

* The dissertations of Reynolds (cf. Bibl. Note to ch. xviii) are largely
devoted to the exposition of this theory.
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tion was not, I venture to think, qualified by the presence
in any scene of a property inappropriate to that scene, but
retained there because it had been used for some previous,
or was to be used for some coming, scene. I do not mean
to say that some colourless or insignificant property, such as
a bench, may not have served, without being moved, first
in an indoors and then in an out-of-doors scene. But that the
management of the Theatre or the Rose was so bankrupt in
ingenuity that the audience had to watch a coronation through
afringe of trees or to pretend unconsciousness while the strayed
lovers in a forest dodged each other round the corners of
a derelict ‘state’, I, for one, see no adequate reason to believe.
It is chiefly the state and the trees which have caused the
trouble. But, after all, a state which has creaked down can
creak up again, just as a banquet or a gallows which has been
carried on can be carried off. Trees are perhaps a little more
difficult. A procession of porters, each with a tree in his
arms, would be a legitimate subject for the raillery of The
Admirable Bashville. A special back curtain painted en
pastoralle would hardly be adequate, even if there were
any evidence for changes of curtain; trees were certainly
sometimes practicable and therefore quasi-solid.! The alcove,
filled with shrubs, would by itself give the illusion of a green-
house rather than a forest ; moreover, the alcove was available
in forest scenes to serve as a rustic bower or cottage.2 Probably
the number of trees dispersed over the body of the stage was
not great; they were a symbolical rather than a realistic
setting. On the whole, I am inclined to think that, at need,
trees ascended and descended through traps; and that this
is not a mere conjecture is suggested by a few cases in which
the ascent and descent, being part of a conjuring action,
are recorded in the stage-directions.® One of these shows
that the traps would carry not merely a tree but an arbour.
The traps had, of course, other functions. Through them

! Cf. p. 52, n. 2. The Admiral’s inventories of 1598 (Henslowe Papers,
116) include ‘ j baye tree’, ' j tree of gowlden apelles ’, ‘ Tantelouse tre ’,
as well as ‘ ij mose banckes '.

* Cf. p. 51, n. 3.

* Looking Glass, 11. i. 495, * The Magi with their rods beate the ground,
and from vnder the same riseth a braue Arbour'; Bacon and Bungay,
sc. ix. 1171, ‘ Heere Bungay coniures and the tree appeares with the
dragon shooting fire’; W. for Fair Women, ii. 411, ‘ Suddenly nseth
VD a great tree betweene them . On the other hand, in O/d Fortunatus,
609 (ind.), the presenters bring trees on and ‘ set the trees into the earth’
The t.p. of the 1615 Spanish Tragedy shows the arbour of the play
as a small trellissed pergola with an arched top, not too large, I should
say, to come up and down through a commodious trap.
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apparitions arose and sank;! Jonah was spewed up from
the whale’s belly ;2 and the old device of hell-mouth still
kept alive a mediaeval tradition.® Only primitive hydraulics
would have been required to make a fountain flow or a fog
arise; 4 although it may perhaps be supposed that the episodes,
in which personages pass to and from boats or fling themselves
into a river, were performed upon the extreme edge of the
stage rather than over a trap.® I do not find any clear
case, in the public sixteenth-century theatres, of the con-
vention apparently traceable in Lyly and Whetstone, by which
the extreme edge of the stage is used for ‘ approach’ scenes,
as when a traveller arrives from afar, or when some episode
has to be represented in the environs of a city which furnishes
the principal setting.® And I think it would certainly be
wrong to regard the main stage, apart from the alcove, as
divided into an inner area covered by the heavens and
an outer area, not so covered and appropriate to open-
country scenes. Indeed, the notion that any substantial
section of the stage appeared to the audience not to lie
under the heavens is in my view an illusion due to the unskil-
ful draughtsmanship of De Witt or his copyist. Skyey pheno-
mena belong most naturally to open-country scenes, nor
are these wholly debarred from the use of the state; and the
machinery employed in both cases seems to imply the exis-
tence of a superincumbent heavens.”

I come finally to the interesting question of the gallery
above the stage. This, in the Swan drawing, may project
very slightly over the scenic wall, and is divided by short
vertical columns into six small compartments, in each of
which one or two occupants are sitting. They might, of
course, be personages in the play; but, if so, they seem
curiously dissociated from the action. They might be
musicians, but they appear to include women, and there is
no clear sign of musical instruments. On the whole, they have
the air of spectators.® However this may be, let us recall

1 )t Cg‘ntention, sc. ii (cf. p. 56, n. 3); John a Kent, 11 i (cf. p. 74,
n. 3); &c.

* Looking Glass, 1v. ii, s.d. ‘ Jonas the Prophet cast out of the Whales
belly vpon the Stage '.

* Ds. Faustus, 1450, s.d. (addition of 1616 text), ‘ Hell is discouered ’;
cf. p. 72 for the description of the imaginary stage in the Wagner Book.
The Admiral’s inventories of 1598 (Henslowe Papers, 116) include ‘ j Hell
mought °.

s Cf. p. 51. ¢ Cf. p. 43. T Cf. p. 76.

* Of the late woodcuts, Roxana shows ‘above’ two compartments,
clearly with spectators; Messalinag one, closed by curtains; The Wits
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what has already been established in an earlier chapter,
that there is conclusive evidence for some use of the space
above the stage for spectators, at least until the end of the
sixteenth century, and for some use of it as a music-room,
at least during the seventeenth century.! With these uses
we have to. reconcile the equally clear indications that this
region, or some part of it, was available when needed, through-
out the whole of the period under our consideration, as a field
Yor dramatic action. For the moment we are only concerned
with the sixteenth century. A glance back over my foot-
notes will show many examples in which action is said to be
‘above’ or ‘aloft’, or is accompanied by the ascent or
descent of personages from or to the level of the main stage.
This interplay of different levels is indeed the outstanding
characteristic of the Elizabethan public theatre, as compared
with the other systems of stage presentment to which it
stands in relation. There are mediaeval analogies, no doubt,
and one would not wish to assert categorically that no use
was ever made of a balcony or a house-roof in a Greek or
Roman or Italian setting. But, broadly speaking, the classical
and neo-classical stage-tradition, apart from theophanies, is
one of action on a single level. Even in the Elizabethan Court
drama, the platform comes in late and rarely, although the
constant references to ‘ battlements '’ in the Revels Accounts
enable us to infer that, by the time when the public theatres
came to be built, the case of Orestes was not an isolated one.
Battlements, whatever the extension which the Revels officers
came to give to the term, were primarily for the beloved
siege scenes, and to the way in which siege scenes were
treated in the theatres I must revert. But from two plays,
The Rare Triumphs of Love and Fortune and The Woman in
the Moon, both of which probably represent a late develop-
ment of the Court drama, we may gather at least one other
definite function of the platform, as a point of vantage from
which presenters, in both cases of a divine type, may sit
‘sunning like a crow in a gutter’, and watch the evolution
of their puppets on the stage below.? This disposition of
presenters ‘ aloft > finds more than one parallel in the public
theatres. The divine element is rctained in The Battle of
Alcazar, where Henslowe's plot gives us, as part of the

a central one closed by curtains, and three on each side, with female
spectators. In view of their dates and doubtful provenances (cf. Bibl. Note
to ch. xviii), these are no evidence for the sixteenth-century public theatre,
but they show that at some plays, public or private, the audience con-
tinued to sit ‘ over the stage ' well in to the seventeenth century.

! Cf. vol. ii, p. 542. 8 Cf. p. 45.
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direction for a dumb show, ‘ Enter aboue Nemesis'.! There
are traces of it also in Fames IV and in A Looking Glass
for London and England. In Fames IV the presenters are
Bohan, a Scot, and Oberon, king of fairies. They come on
the stage for an induction, at the end of which Bohan says,
* Gang with me to the Gallery, and Ile show thee the same
in action by guid fellowes of our country men’, and they
* Exeunt’. Obviously they watch the action, for they enter
again and comment upon it during act intervals. One of
their interpositions is closed with the words ‘ Gow shrowd vs
in our harbor '; another with ‘ Lets to our sell, and sit & see
the rest'2 In the Looking Glass we get after the first scene
the direction, ‘ Enters brought in by an angell Oseas the
Prophet, and set downe ouer the Stage in a Throne’. Oseas
is evidently a presenter; the actors ignore him, but he
makes moral comments after various scenes, and at the end
of Act 1v comes the further direction, ¢ Oseas taken away .2
Purely human presenters in The Taming of a Shrew are
still on a raised level. Sly is removed from the main stage
during the first scene of the induction. He is brought back
at the beginning of the second scene, presumably above,
whence he criticizes the play, for towards the end the lord
bids his servants

lay him in the place where we did find him,
Just underneath the alehouse side below ;

and this is done by way of an epilogue.4

I do not suggest that presenters were always above; it is
not so when they merely furnish the equivalent of a prologue
or epilogue, but only when it is desired to keep them visible
during the action, and on the other hand they must not
obstruct it. Sometimes, even when their continued presence
might be desirable, it has to be dispensed with, or otherwise
provided for. The presenters in Soliman and Perseda come
and go; those in The Spanish Tragedy sit upon the stage
itself. Why ? I think the answer is the same in both cases.
A platform was required for other purposes. In Soliman and
Perseda one scene has the outer wall of a tiltyard reached by
ladders from the stage; another has a tower, from which
victims are tumbled down out of sight.’ In the Spanish

' Henslowe Papers, 139.

? James IV, 106, 605, 618, 1115. ¥ Looking Glass, 152, 1756.

¢ T. of a Shrew, scc. 1i, xvi. In T. of the Shrew, sc. ii of the Induction
is * aloft * (1), and the presenters ‘ sit * to watch the play (147), but they
only comment once (1. i. 254) with the s.d. * The Presenters aboue speakes ’,

and Sly is not carried down at the end.
* Cf. p. 57, n. 4. The main induction ends (38) with, ‘ Why stay we
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Tragedy, apart from some minor action ‘above’, there is
the elaborate presentation of Hieronimo’s ¢ play within the
play’ to be provided for. This must be supposed to be part
of a hall scene. It occupies, with its preparations, most of
the fourth, which is the last, act ; and for it the King and his
train are clearly seated in an upper °‘gallerie’, while the
performance takes place on the floor of the hall below, with
the body of Horatio concealed behind a curtain, for revelation
at the appropriate moment.! We are thus brought face to
face with an extension on the public stage of the use of
‘above’, beyond what is entailed by the needs of sieges or
of exalted presenters. Nor, of course, are the instances
already cited exhaustive. The gallery overlooking a hall in
the Spanish Tragedy has its parallel in the window over-
looking a hall in Dr. Faustus> More frequent is an external
window, door, or balcony, overlooking an external scene in
street or garden® In these cases the action *‘above’ is
generally slight. Some one appears in answer to a summons
from without; an eavesdropper listens to a conversation
below ; a girl talks to her lover, and there may be an ascent
or descent with the help of a rope-ladder or a basket. But

then ? Lets giue the Actors leaue, And, as occasion serues, make our
returne ’.

! Revenge says (I. i. 90), ‘ Here sit we downe to see the misterie, And
serue for Chorus in this Tragedie ’, and the Ghost (11 xv. 38), ‘I will
sit to see the rest *. In 1v. i Hieronimo discusses with his friends a tragedy
which he has promised to give before the Court, and alludes (184) to
‘a wondrous shew besides, That I will haue there behinde a curtaine ’.
The actual performance occupies part of 1v. ii1, iv (a continuous scene).
In 1v. iii. 1, ‘ Enter Hieronimo ; he knocks up the curtaine’. We must
not be misled by the modern French practice of knocking for the rise of
the front curtain. The tragedy has not yet begun, and this is no front
curtain, but the curtain already referred to in 1v. i, which Hieronimo is
now hammering up to conceal the dead body of Horatio, as part of the
setting which he is arranging at one end of the main stage. The Duke
of Castile now enters, and it is clear that the Court audience are to sit
‘above ’, for Hieronimo begs the Duke (12) that ‘ when the traine are
past into the gallerie, You would vouchsafe to throw me downe the key °.
He then bids {16) a Servant ‘ Bring a chaire and a cushion for the King’
and ‘ hang up the Title: Our scene is Rhodes’. We are still concerned
with Court customs, and no light is thrown on the possible use of title-
boards on the public stage (cf. p. 126). The royal train take their places,
and the performance is given. Hieronimo epilogizes and suddenly (1v. iv.
88) ‘ Shewes his dead sonne’. Now it is clear why he wanted the key
of the gallery, for (152) ‘ He runs to hange himselfe’, and (157) * They
breake in, and hold Hieronimo ’.

* Cf. p. 87, n. 3.

8 Locrime, 1.iii; Sp. Trag. 1. ii, ur. ii, ix; T.4.v.ii; T.G. 1v. ii, iv;
R.J. n.ii, nr. v; M.V, . vi; Englishmen for my Money, sc. ix; Two
Angry Women, 1495 ; cf. p. 56, n. 3, p. 58, . 4, p. 67, n. 1,



94 THE PLAY-HOUSES

there are a few plays in which we are obliged to constitute
the existence of a regular chamber scene, with several per-
sonages and perhaps furniture, set ‘above’. The second
scene of the induction to the Taming of the Shrew, just cited,
is already a case in point. The presenters here do not merely
sit, as spectators in the lord’s room might, and listen. They
move about a chamber and occupy considerable space.
Scenes which similarly require the whole interior of an upper
room to be visible, and not merely its balcony or window
bay, are to be found in 1 Str Fohn Oldcastle, in Every Man
In his Humour, twice in The Few of Malta, in 2 Henry IV,
and in Look About You 1 do not know whether I ought to
add Romeo and Fuliet. Certainly the love scenes, Act n,
scc, i and ii, and Act 111, sc. v, require Juliet's chamber to
be aloft, and in these there is no interior action entailing
more than the sound of voices, followed by the appearance
of the speakers over  Juliet’s shoulder as she stands at the
casement or on a balcony.?2 It would be natural to assume
that the chamber of Act 1v, sc. iii, in which Juliet drinks her
potion, and sc. v, in which she is found lying on her bed, is
the same, and therefore also aloft. Obviously its interior,
with the bed and Juliet, must be visible to the spectators.
The difficulty is that it also appears to be visible to the wedding
guests and the musicians, as they enter the court-yard from
without ; and this could only be, if it were upon the main

' Cf. p. 66, n. 1, p. 67, n. 1, p. 68, n. 2, p. 68, n. 3.

t In R. J. 1. ii Romeo is in the orchard, and (z) ‘ But soft, what light
through yonder window breaks ? ' The lovers discourse, he below, she
‘o’er my head’ (27). Presently (F,; Q, is summary here) Juliet says
‘I hear some noise within’ (136), followed by s.d. ‘ Cals within’ and
a little later * Within: Madam’, twice. Juliet then ' Exit’ (155), and
(159) ‘ Enter Juliet again’. Modern editors have reshuffled the s.ds.
In mr v, Q, (reproduced in F,), in addition to textual differences from
Q,. may represent a revised handling of the scene. Q, begins ‘ Enter
Romeo and Juliet at the window’. They discuss the dawn. Then ‘ He
goeth downe’, speaks from below, and ‘Exit’. Then ‘ Enter Nurse
hastely * and says ‘ Your Mother’s comming to your Chamber’. Then
‘ She goeth downe from the Window ’. I take this to refer to Juliet, and
ta close the action above, at a point represented by 111. v, 64 of the modern
text. Then follow ‘ Enter Juliets Mother, Nurse ’ and a dialogue below.
Q, begins * Enter Romeo and Juliet aloft . Presently (36) * Enter Madame
[? an error] and Nurse’, and the warning is given while Romeo is still
above. Juliet says (41) ‘ Then, window, let day in, and let life out '
and Romeo, ‘ I'll descend *. After his * Exit * comes * Enter Mother ’ (64),
and pretty clearly discourses with Juliet, not below, but in her chamber.
Otherwise there would be no meaning in Juliet’s ‘ Is she not downe so
late or vp so early ? What vnaccustomd cause procures her hither ? ’
g’o::,lt):‘y. al;hofutg’l: there is lllp s.d., they descend (125) to meet Capulet,

¢ end O i ‘ in ?
¢ Exit ' 'to visit Fri:.rsclfan:rg:c:t Pids the Nurse (231) "Go in ', and herself
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level of the stage. If the scene stood by itself, one would
undoubtedly assign it to the curtained recess behind the
stage ; and on the whole it is probable that on this occasion
architectural consistency was sacrificed to dramatic effect,
and Juliet's chamber was placed sometimes above and some-
times below.! There is one other type of scene which requires
elevated action, and that is the senate-house scene, as we
find it in The Wounds of Civil War and in Titus Andronicus,
where the Capitol clearly stands above the Forum, but is
within ear-shot and of easy approach.?

I think we are bound to assume that some or all of this
action ‘above’ took place in the gallery ‘ over the stage’,
where it could be readily approached from the tiring-house
behind, and could be disposed with the minimum of obstruc-
tion to the vision of the auditorium. A transition from the
use of this region for spectators to its use for action is afforded
by the placing there of those idealized spectators, the pre-
senters. So far as they are concerned, all that would be needed,
in a house arranged like the Swan, would be to assign to them
one or more, according to their number, of the rooms or com-
partments, into which the gallery was normally divided.
One such compartment, too, would serve well for a window,
and would be accepted without demur as forming part of the
same ‘ domus ' to which a door below, or, as in The Merchant
of Venice, a penthouse set in the central aperture, gave access.
To get a practicable chamber, it would be necessary to take
down a partition and throw two of the compartments, probably
the two central compartments, into one; but there would still
be four rooms left for the lords. As a matter of fact, most
upper chamber scenes, even of the sixteenth century, are of
later date than the Swan drawing, and some architectural
evolution, including the provision of a music-room, may
already have taken place, and have been facilitated by the
waning popularity of the lord’s rooms. It will be easier to
survey the whole evolution of the upper stage in the next
chapter.® For the present, let us think of the upper chamber
as running back on the first floor of the tiring-house above
the alcove, and reached from within by stairs behind the
scenic wall, of which, if desired, the foot could perhaps be
made visible within the alcove.r Borrowed light could be

! Cf. p. 65, n. 3. * Cf. p. 58, n. 2. 3 Cf. p. 119.

¢ Arden of Feversham, 1. i (p. 61, n. 3), and Death of R. Hood, 1v. i
(p. 66, n. 1), require stairs of which the foot or ‘ threshold ' is visible.
For the execution scene in Sir T. More, sc. xvii (p. 57, n. 2), the whole
stairs should be visible, but perhaps here, as elsewhere, the scaffold,
although More likens it to a ‘ gallerie’, was to be at least in part a supple-
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given by a window at the back, from which also the occupants
of the room could pretend to look out behind.! Internal
doors could of course also be made available. A scene in
The Few of Malta requires a trap in the floor of the upper
chamber, over a cauldron discovered in the alcove below.?
The upper chamber could be fitted, like the alcove itself,
with an independent curtain for discoveries.?

Are we to conclude that all action ‘above ' was on or behind
the back line of the stage? The point upon which I feel
most uncertainty is the arrangement of the battlements in
the stricter sense.t These appear to be generally regarded
as running along the whole of the back line, with the gates
of the town or castle represented in the central aperture
below. Some writers suggest that they occupied, not the
actual space of the rooms or boxes ‘over the stage’, but
a narrow balcony running in front of these® I cannot
satisfy myself that the Swan drawing bears out the existence
of any projecting ledge adequate for the purpose. On the
other hand, if all the compartments of the gallery were made
available and their partitions removed, all the spectators
‘over the stage’ must have been displaced; and siege
scenes are early, and numerous. I do not know that it is
essential to assume that the battlements extended beyond
the width of two compartments. There is some definite
evidence for a position of the ‘walles’ on the scenic line,
apart from the patent convenience of keeping the main stage
clear for besieging armies, in Jasper Mayne’s laudation of
Ben Jonson:

Thou laid’st no sieges to the music room.$

I am content to believe that this is where they normally
stood. At the same time, it is possible that alternative
arrangements were not unknown. In the Wagner Book,
which must be supposed to describe a setting of a type not
incredible on the public stage, we are told of a high throne,

mentary structure. The Admiral’s inventory of 1598 (Henslowe Papers,
116 ; cf. ch. ii, p. 168) included ‘j payer of stayers for Fayeton’. In
Soliman and Peyseda, 1. iii (p. 57, n. 4), where the back wall represents
the outer wall of a tiltyard, ladders are put up against it.

' Albright, 66 ; Lawrence, ii. 45. I am not prepared to accept the
theory that in R. J. 1. v Romeo descends his ladder from behind ;
cf. p. 94, n. 2. The other examples cited are late, but I should add the
¢ window that goes out into the leads ’ of 1 Oldcastle, 2016 (p. 66, n. 1).

t Jew of Maita, v. 2316 ; cf. p. 68, n. 5.

* E.M.I. 1. v,  Bobadilla discouers himselfe : on a bench’.

¢ Cf. p. 54, nn. 2-5,

¢ See the conjectural reconstruction in Albright, 120,

¢ Jonsonus Virbius (1638).
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presumably at the back, of hell mouth ‘ at the one end of the
stage ’, and of an elaborate castle * at the other end in opposi-
tion'. This is ‘ the place where in the bloudlesse skirmishes
are so often perfourmed upon the stage ’, and although I should
not press this as meaning that the walls were always at an
*end ’ of the stage, the passage would be absurd, if they were
invariably at the back.! Further, there is at least one extant
play in which it is very difficult to envisage certain scenes
with the walls at the back. This is 1 Henry VI, the Orleans
scenes of which, with the leaping over the walls, and the
rapid succession of action in the market-place within the town
and in the field without, seem to me clearly to point to walls
standing across the main stage from back to front.2 But
if so, how were such walls put into place ? The imagination
boggles at the notion of masons coming in to build a wall
during the action, in the way in which attendants might set
up a bar or a lists, or carpenters the gibbet for an execution.
Bottom’'s device for Pyramus and Thisbe would hardly be
more grotesque. Yet the Orleans siege scenes in 1 Henry VI
are by no means coincident with acts, and could not therefore
be set in advance and dismantled at leisure when done with.
Can the walls have been drawn forwards and backwards,
with the help of some machine, through the doors or the
central aperture? ® It is not inconceivable, and possibly
we have here the explanation of the ‘j whell and frame in
the Sege of London’, which figures in the Admiral’s inven-
tories. Once the possibility of a scenic structure brought
on to the main stage is mooted, one begins to look for other
kinds of episode in which it would be useful. This, after
all, may have been the way in which a gibbet was introduced,
and the Admiral’s had also ‘j frame for the heading in
Black Jone’, although nothing is said of a wheel4 The
senate houses could, I think, have been located in the gallery,
but the beacon in King Leir would not look plausible there,

' Cf. p. 72.

$ 1 Hen. VI, 11. i (p. 54, n. 5). This arrangement would also fit 1. 1i,
in which a shot is fired from the walls at ‘ the turrets ’, which could then
be represented by the back wall. On a possible similar wall in the Court
play of Dido, cf. p. 36.

3 W. Archer (Quarterly Review, ccviii. 466) suggests the possible use of
a machine corresponding to the Greek éxxixApua (on which cf. A. E.
Haigh, Attic Theatre®, 201), although he is thinking of it as a device for
‘ thrusting ’ out a set interior from the alcove, which does not seem to
me necessary,

¢ Henslowe Papers, 118. The ‘j payer of stayers for Fayeton’ may
have been a similar structure; cf. p. 95, n. 4. Otway, Vemice Preserved
(1682), v, has ‘ Scene opening discovers a scaffold and a wheel prepared
for the executing of Pierre '.

3229'3 H
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and the Admiral’'s had a beacon, apparently as a detached
property.! I am also inclined to think that a wall may
occasionally have been drawn across the stage to make
a close of part of it for a garden scene. In Act 11 of Romeo
and Fuliet Romeo pretty clearly comes in with his friends in
some public place of the city, and then leaps a wall into an
orchard, where he is lost to their sight, and finds himself
under Juliet's window. He must have a wall to leap. I men-
tioned Pyramus and Thisbe just above with intent, for what
is Pyramus and Thisbe but a burlesque of the Romeo and
Fuliet motive, which would have been all the more amusing,
if a somewhat conspicuous and unusual wall had been intro-
duced into its model ? Another case in point may be the
‘close walk’ before Labervele’s house in A Humorous Day's
Mirth.2 1 have allowed myself to stray into the field of
conjecture.

One other possible feature of action ‘ above’ must not be
left out of account. The use of the gallery may have been
supplemented on occasion by that of some window or balcony
in the space above it, which De Witt's drawing conceals
from our view. Here may have been the ‘top’ on which
La Pucelle appears in the Rouen episode of r Henry V1,
and the towers or turrets, which are sometimes utilized or
referred to in this and other plays.® It would be difficult to
describe the central boxes of the Swan gallery as a tower.

Before any attempt is made to sum up the result of this
long chapter, one other feature of sixteenth-century staging,
which is often overlooked, requires discussion. In the majority
of cases the background of an out-of-door scene need contain
at most a single domus; and this, it is now clear, can be
represented either by a light structure, such as a tent or arbour,
placed temporarily upon the floor of the stage, or more
usually by the scena or back wall, with its doors, its central
aperture, and its upper gallery. There are, however,
certain scenes in which one domus will not suffice, and two
or possibly even three, must be represented. Thus, as in
Richard 111, there may be two hostile camps, with alternating
action at tents in each of them.* There may also be inter-
play, without change of scene, between different houses in

! Henslowe Papers, 116.
* Cf. p. 56, nn. 2, 3. The courtyard in Arden of Feversham, 1. i, ii,
might have been similaily staged.
> 1 Hen. VI, 1. ii (a tower with a ‘ grate’ in it), 11 i (p. 55); 1 Con-
tention, sc. iii (p. 56); Soliman and Perseda, v. ii. 118 (p. 57); Blind
Be.ggg; of Alexandria, sc. ii (p. 62) ; Old Fortunatus, 769 (p. 63). ‘
. P. 54.
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one town or village. In Arden of Feversham, Arden's house
and the painter’s are set together;?! in The Taming of A Shrew,
the lord’s house and the alehouse for the induction, and
Polidor’s and Alphonso’s during the main play;? in The
Blind Beggar of Alexandria, the houses of Elimine and
Samethis;3 in 1 Sir Fohn Oldcastle, Cobham’s gate and an
inn ;4 in Stukeley, Newton’s house and a chamber in the
Temple ; 8 in A Knack to Know an Honest Man, Lelio’s and
Bristeo’s for one scene, Lelio’s and a Senator’s for another,
possibly Lelio’s and Servio's, though of this I am less sure,
for a third.® These are the most indisputable cases; given
the principle, we are at liberty to conjecture its application
in other plays. Generally the houses may be supposed to
be contiguous; it is not so in Stukeley, where Old Stukeley
clearly walks some little distance to the Temple, and here
therefore we get an example of that foreshortening of distance
between two parts of a city, with which we became familiar
in the arrangement of Court plays.” It is not the only
example. In George a Greeme Jenkin and the Shoemaker
walk from one end to the other of Wakefield.8 In Arden of
Feversham, although this is an open-country and not an
urban scene, Arden and Francklin travel some little way to
Raynham Down.? In Dr. Faustus, so far as we can judge
from the unsatisfactory text preserved, any limitation to
a particular neighbourhood is abandoned, and Faustus passes
without change of scene from the Emperor’s Court to his own
home in Wittenberg.l® Somewhat analogous is the curious
device in Romeo and Fuliet, where the maskers, after preparing

\ Avden of Feversham, sc. i, begins before Arden’s house whence Alice is
called forth (55); but, without any break in the dialogue, we get (245)
‘ This is the painter’s house ’, although we are still (318) ‘ neare ' Arden's,
where the speakers presently (362) breakfast.

3 T. of A Shrew, sc. xvi (cf. p. 92), scc. iii, iv, v (a continuous scene).
T. of The Shrew, 1. i, ii, is similarly before the houses both of Baptista
and Hortensio.

3 Blind Beggar, scc. v, vii. The use of the houses seems natural, but
not perhaps essential.

¢ 1 Oldcastle, 11. i. 522, 632. ¢ Cf. p. 67, n. 1.

¢ K. to K. Honest Man, sc. v. 396, 408, 519, 559 ; sC. vi, 662, 738,
828, 894 ; sc. xv. 1385, 1425, 1428 ; cf. Graves, 65.

' Cf. pp. 25, 33. ‘

8 George a Greeme, sc. xi. 1009, * Wil you go to the townes end . . . Now
we are at the townes end '.

* A. of Feversham, u1. vi. 55, ‘ See Ye ouertake vs ere we come to
Raynum down ' . .. (91) ‘ Come, we are almost now at Raynum downe ',

19" Dy, Faustus, 1110, ' let vs Make haste to Wertenberge . . . til I am
past this faire and pleasant greene, ile walke on foote ’, followed imme-
diately by ‘ Enter a Horse-courser ’ to Faustus, evidently in his * chaire *
(1149) at Wittenberg.
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in the open, ‘march about the stage’, while the scene changes
to the hall of €apulet, which they then enter.!

I think, then, it must be taken that the background of
a public stage could stand at need, not merely for a single
domus, but for a ‘city’. Presumably in such cases the
central aperture and the gallery above it were reserved for
any house in which interior action was to proceed, and
for the others mere doors in the scenic wall were regarded
as adequate. I do not find any sixteenth-century play which
demands either interior action or action ‘above’ in more
than one house.2 But a question arises as to how, for a scene
in which the scenic doors had to represent house doors,
provision was made for external entrances and exits, which
certainly cannot be excluded from such scenes. Possibly
the answer is, although I feel very doubtful about it, that
there were never more than two houses, and that therefore
one door always remained available to lead on and off the
main stage.® Possibly also entrances and exits by other
avenues than the two scenic doors, which we infer from the
Swan drawing, and the central aperture which we feel bound
to add, are not inconceivable. We have already had some
hint that three may not have been the maximum number of
entrances. If the Elizabethan theatre limited itself to three,
it would have been worse off than any of the early neo-classic
theatres based upon Vitruvius, in which the porta regia and
portae minores of the scenic wall were regularly supplemented
by the viae ad forum in the versurae to right and left of the
proscenium No doubt such wings could not be constructed
at the Swan, where a space was left on the level of the ‘ yard’
between the spectators’ galleries and the right and left edges
of a narrow stage. But they would be feasible in theatres
with wider stages, and the arrangement, if it existed, would
make the problem of seats on the stage easier.® It is no more
than a conjecture. It has also been suggested that the heavy

' R. J. 1. iv. 113, where, in Q, Romeo’s ‘ on lustie Gentlemen ’ to the
maskers is followed by ‘ Enter old Capulet with the Ladies’, while in
Q,. Benvolio 1esponds ‘ Strike drum’, and then ‘ They march about the
Stage, and Seruingmen come forth with Napkins ’, prepare the hall, and
‘ Exeunt ’, when ‘ Enter all the guests and gentlewomen to the Maskers °.

* In T. of The Shrew, v. i. 17, ' Pedant lookes out of the window ’, while
the presenters aie presumably occupying the gallery, but even if this is
a sixteenth-century s.d., the window need not be an upper one.

* The s.d. to Sp. Trag. n1. xi. 8, where * He goeth in at one doore and
comes out at another’, is rather obscure, but the doors are probably
those of a house which has just been under discussion, and if so, more
than one door was sometimes supposed to belong to the same house.

¢ Cf. pp. 3,4, 11. * See my diagrams on pp. 84--5.
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columns drawn by De Witt may have prevented him from
showing two entrances round the extreme ends of the scenic
wall, such as are perhaps indicated in some of the Terentian
woodcuts of 1493.1 Or, finally, actors might have emerged
from the tiring-house into the space on the level of the
yard just referred to, and thence reached the stage, as from
without, by means of a short flight of steps.2

Working then from the Swan stage, and only departing
in any essential from De Witt's drawing by what appears to
be, at any rate for theatres other than the Swan, the inevitable
addition of a back curtain, we find no insuperable difficulty
in accounting tor the setting of all the types of scenes recogniz-
able in sixteenth-century plays. The great majority of them,
both out-of-door scenes and hall scenes, were acted on the
open stage, under the heavens, with no more properties and
practicable terrains than could reasonably be carried on
by the actors, lowered from the heavens, raised by traps,
or thrust on by frames and wheels. For more permanent
background they had the scenic doors, the gallery above, the
scenic curtain, and whatever the tire-man might choose to
insert in the aperture, backed by an alcove within the tire-
house, which the drawing of the curtain discovered. For
entrances they had at least the scenic doors and aperture.
The comparatively few chamber scenes were set either in
the alcove or in a chamber ‘above’, formed by throwing
together two compartments of the gallery. A window in
a still higher story could, if necessary, be brought into play.
So, with all due respect to the obscurities of the evidence,
I reconstruct the facts. It will, I hope, be apparent without
any elaborate demonstration that this system of public
staging, as practised by Burbadge at the Theatre, by Lanman
at the Curtain, by Henslowe at the Rose, and perhaps with
some modifications by Langley at the Swan, is very fairly
in line with the earlier sixteenth-century tradition, as we
have studied it in texts in which the Court methods are
paramount. This is only natural, in view of the fact that the
same plays continued to be presented to the public and to the
sovereign. There is the same economy of recessed action,
the same conspicuous tendency to dialogue on a threshold,
the same unwillingness to break the flow of an act by any
deliberate pause for resetting. The public theatre gets in
some ways a greater variety of dramatic situation, partly

! W. Archer in Universal Review (1888), 281 ; J. Le G. Brereton, De
Witt at the Swan (Sh. Homage, 204) ; cf. p. 7.

* Serlio’s ‘ comic ’ and °‘ tragic ’ scenes (cf. App. G) show steps to the
auditorium from the front of the stage.
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owing to its free use of the open stage, instead of merely
a portico, for hall scenes, partly owing to its characteristic
development of action ‘ above’. This, in spite of the battle-
ments of the Revels accounts, may perhaps be a contribution
of the inn-yard. The main change 1s, of course, the substitu-
tion for the multiple staging of the Court, with its adjacent
regions for different episodes, of a principle of successive
staging, by which the whole space became in turn available
for each distinct scene. This was an inevitable change, as
soon as the Elizabethan love for history and romance broke
down the Renaissance doctrine of the unity of place; and it
will not be forgotten that the beginnings of it are already
clearly discernible in the later Court drama, which of course
overlaps with the popular drama, itself. Incidentally the
actors got elbow-room ; some of the Lylyan scenes must have
been very cramped. But they had to put up with a common
form setting, capable only of minor modifications, and no
doubt their architectural decorations and unvarying curtain
were less interesting from the point of view of spectacle, than
the diversity of ‘ houses’ which the ingenuity and the re-
sources of the Court architects were in a position to produce.
In any case, however, economy would probably have forbidden
them to enter into rivalry with the Revels Office. Whether
the Elizabethan type of public stage was the invention of
Burbadge, the *first builder of theatres’, or had already come
into use in the inn-yards, is perhaps an idle subject for
wonder. The only definite guess at its origin is that of
Professor Creizenach, who suggests that it may have been
adapted from the out-of-door stages, set up from time to
time for the dramatic contests held by the Rederijker or
Chambers of Rhetoric in Flanders.! Certainly there are
common features in the division of the field of action into two
levels and the use of curtained apertures both below and
above. But the latest examples of the Flemish festivals were
at Ghent in 1539 and at Antwerp in 1561 respectively ; and
it would be something of a chance if Burbadge or any other
English builder had any detailed knowledge of them.?

! Creizenach, iii. 446 ¥ iv. 424 (Eng. tr. 370), with engravings from
printed descriptions of 1539 and 1562.

* The contest of 1561 is described in a long letter to Sir Thomas Gresham
(Burgon, i. 377) by his agent at Antwerp, Richard Clough. It might be
possible to trace a line of affiliation from another of Gresham'’s servants,
Thomas Dutton, who was his post from Antwerp femp. Edw. VI, and
his agent at Hamburg ¢. 1571 (Burgon, i. 109 ; ii. 421). The actor Duttons,
John and Laurence, seem also to have served as posts from Antwerp and
elsewhere (cf. ch. xv).



XXI

STAGING IN THE THEATRES:
SEVENTEENTH CENTURY

[For Bibliographical Note, vide ch. xviii.)

THE turn of the century is also a turning-point in the
history of the public theatres. In 1599 the Chamberlain’s
men built the Globe, and in 1606, not to be outdone, the
"Admiral’s men built upon the same model the Fortune.
These remained the head-quarters of the same companies,
when at the beginning of the rg_fgii;b:f“;]é.ﬁ'\es' ‘the one became

the King's and the other the Prince’s men. ~“Worcester’s, after-
Wwards t%e Queen’s, men were content for a time with the
older houses, first the Rose, then the Curtain and the Boar's
Head, but by 1605 or 1606 they were occupying the Red
Bull, probably a new building, but one of which we know
very little. Meanwhile the earlier Tudor fashion of plays by
boys had been revived, both at Paul's, and at the Blackfriars,
“where a theatre had been contrived by James Burbadge about
15906 in a chamber of the ancient priory, for the purposes of
a public stage.

e cannot on a priori grounds assume that the structural
arrangements of the sixteenth-century houses were merely
carried into those of the seventeenth century without modi-
fication ; the experience of twenty-five years’ working may
well have disclosed features in the original plan of James
Burbadge which were not altogether convenient or which lent
themselves to further development. On the other hand, we
have not got to take into account the possibility of any
fundamental change or sharp breach of continuity. The
introduction of a new type of stage, even if it escaped explicit
record, would inevitably have left its mark both upon the
dramatic construction of plays and upon the wording of their
stage-directions. No such mark can be discerned. You
cannot tell an_early seventeenth-century play from a Tate
sixteenith-century one on this kind of evidence alone; the
handling and the conventions, the situations and the spec-
tacular effects, remain broadly the same, and such differences
as do gradually become apparent, concern rather the trend
of dramatic interest than the external methods of stage
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presentation. Moreover, it is evident that the sixteenth-
century plays did not pass wholly into disuse. From time
to time they were revived, and lent themselves, perhaps with
some minor adaptation, to the new boards as well as to the
old. In dealing with early seventeenth-century staging, then,
I will assume the general continuance of the sixteenth-
century plan, and will content myself with giving some
further examples of its main features, and with considering
any evidence which may seem to point to specific develop-
ment in one or more particular directions. And on the whole
it will ‘be convenient to concentrate now mainly upon the
theatres occupied by the King’s men. For this there are
various reasons. One is that the possession of Shakespeare’s
plays gives them a prerogative interest in modern eyes;
another that the repertories of the other companies have
hardly reached us in a form which renders any very safe
induction feasible.

Even in the case of the King’s men, the material is not very
ample, and there are complications which make it necessary
to proceed by cautious steps to somewhat tentative con-
clusions. The Globe was probably opened in the autumn of
1599. The first play which we can definitely locate there is
Every Man Out of his Humour; but I have decided with
some hesitation to treat Henry V and Much Ado about
Nothing, for the purposes of these chapters, as Globe plays.?
So far as we know, the Globe was the only theatre used by
the company up to the winter of 1609, when they also came
into possession of the Blackfriars. From 1609 to 1613 they
used both houses, but probably the Globe was still the more
important of the two, for when it was burnt in 1613 they
found it worth while to rebuild it fairer than beforc. At some
time, possibly about the end of James’s reign, the Blackfriars
began to come into greater prominence, and gradually dis-
placed the Globe as the main head-quarters of the London
drama. This, however, is a development which lics outside
the scope of these volumes ; nor can I with advantage inquirc
in detail whether there were any important structural features
in which the new Globe is likely to have differed from the old
Globe. At the most I can only offer a suggestion for the
historian of the Caroline stage to take up in his turn. In the
main, therefore, we have to consider the staging of the Globe
from 1599 to 1609, and of the Globe and the Blackfriars from
1609 to 1613. The plays available fall into four groups.

t Thomas Lord Cromwell and A Larum for London, dealt with i
last chapter, might also be Globe plays. % Tith In the
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There are nineteen or twenty printed and probably produced
during 1599-1609, of which, however, one or two were origin-
ally written for private theatres.! There are two produced
and printed during 1609-12, and one preserved in manuscript
from the same period.2 There are ten probably produced
during 1599-1603, but not printed before 1622 or 1623.2
There are perhaps nine or ten produced during 1609-13, and
printed at various dates from 1619 to 1634.* It will be seen that
the first group is of much the greatest value evidentially, as
well as fortunately the longest, but that it only throws light
upon the Globe and not upon the Blackfriars ; that the value
of the second and fourth groups is discounted by our not
knowing how far they reflect Globe and how far Blackfriars
conditions ; and that the original features of the third and
fourth groups may have been modified in revivals, either at
the Blackfriars or at the later Globe, before they got into

rint. I shall use them all, but, I hope, with diserimination.’

shall also use, for illustration and confirmation, rather than
as direct evidence, plays from other seventeenth-century
theatres. The Prince’s men were at the Fortune during the
whole of the period with which we are concerned, and then
on to and after the fire of 1621, and the reconstruction,
possibly on new lines, of 1623. We know that its staging
arrangements resembled those of the Globe, for it was pro-
vided in the builder’s contract that this should be so, and
also that the stage should be * placed and sett ’ in accordance
with ‘a plott thereof drawen’. Alleyn would have saved
me a great deal of trouble if he had put away this little piecc
of paper along with so many others. Unfortunately, the
Prince’s men kept their plays very close, and only five or

! Henry V, Much Ado about Nothing, Merry Wives of Waindsor, Hamlet,
King Lear, Trovlus and Cressida, Pericles, Every Man Out of his Humour,
Sefanus, Volpone, Yorkshive Tragedy, London Prodigal, Fair Mad of
Bristow, Devil's Charter, Merry Devil of Edmonion, Revenger's Tyagedy,
Museries of Enforced Marriage, and perhaps 1 Jeromimo ; with the second
version of Malcontent, originally a Queen’s Revels play, and Satiromastix,
the s.ds. of which perhaps belong rather to Paul’s, where it was also
played.

* Catiline, Alchemist; Second Maid's Tragedy.

3 Julius Caesar, Twelfth Night, As You Like It, All’s Well that Ends
Well, Measure for Measure, Othello, Macbeth, Coriolanus, Antony and
Cleopatra, Timon of Athens.

¢ Cymbeline, Wanter's Tale, Tempest, Henry VIII, Duchess of Malfi,
Two Noble Kinsmen, Maid's Tragedy, King and no King, Philaster, and
perhaps Thierry and Theodoret.

* I have only occasionally drawn upon plays such as Bonduca, whose
ascription in whole or part to 1599-1613 is doubtful ; these will be found
in the list in App. L.
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six of our period got into print before 1623.!1 From the
Queen’s men we have rather more, perhaps sixteen in all;
but we do not always know whether these were given at the
Red Bull or the Curtain. Nor do we know whether any
structural improvements introduced at the Globe and Fortune
were adopted at the Red Bull, although this is a priori not
unlikely.? From the Swan we have only The Chaste Maid of
Cheapside, and from the Hope only Bartholomew Fair.

At the Globe, then, the types of scene presented are much
the same as those with which we have become familiar in the
sixteenth century ; the old categories of open-country scenes,

l’battle scenes, garden scenes, street scenes, threshold scenes,
hall scenes, and chamber scenes will still serve. Their relative
“importance alters, no doubt, as the playwrights tend more and
"more to concern themselves with subjects of urban life. But
there are plenty of battle scenes in certain plays, much on
ithe traditional lines, with marchings and counter-marchings,
alarums for fighting ‘ within’, and occasional *excursions’
on the field of the stage itself.? Practicable tents still afford
a convenient camp background, and these, I think, continue
to be pitched on the open boards.* The opposing camps of
Richard 111 are precisely repeated in Henry V.5 There are
episodes before the ‘walls’ too, with defenders speaking
from above, assaults by means of scaling ladders, and coming
and going through the gates.® I find no example in which

' 1 Honest Whore, When You See Me You Know Me, Whore of Babylon,
Roaring Girl, and possibly Two Lamentable Tragedies. The extant text
of Massacre at Paris may also represent a revival at the Fortune.

% Nobody and Somebody, Travels of Three English Byothers, Woman
Killed With Kindness, Sir Thomas Wyat, Rape of Lucrece, Golden Age,
If It Be Not Good the Devil is in It, White Devil, Greene’'s Tu Quoque,
Honest Lawyer, and probably 1, 2 If You Know Not Me You Know Nobody,
Faiy Maid of the Exchange, Silver Age, Brazen Age. How to Choose a Good
Wife from a Bad is probably a Rose or Boar's Head play.

* Hen. V, 1v.iv—viii; T.C. v.iv—x; J.C. V.i-v; Lear, 1V, iii, iv, vii;
v. i-iii ; 4. C. nr. vii-x, xii ; 1v. i, iii, v—xiv; v.1i, &c.

¢ Hen. V,1v.viii; J.C.v.ii,iii; T.C. 1. iii; 1vni,iii; miii; v, v;
v. i, ii, apparently with tents in one or other scene of Agamemnon (1. iii.
213), Ulysses (1. iii. 305), Ajax (. i), Achilles (ir. iii. 84 ; 111 iii. 38;
v. i. 95), and Calchas (v. i. 92 ; v. ii); Devil's Charter, 1v. iv. 2385, ‘ He
discouereth his Tent where her two sonnes were at Cardes’; and in d.s. of
Prol. 29 (not a battle scene) ‘ Enter, at one doore betwixt two other Cardinals,
Roderigo . . . one of which hee guideth to a Tent, where a table is furnished
.. . and to another Tent the other ’,

¢ Hen. V, 11 vi, vii ; 1v, i-iii.

¢ Hen. V, m1 i. 1, * Scaling Ladders at Harflew’; 11 iii. 1, ‘ Enter
the King and all his Traine before the Gates ’ . .. (58) * Flourish, and enter
the Towne ’; Cor. 1. iv. 13, * Enter two Senators with others on the Walles
of Corialus’ . .. (29) ‘' The Romans are beat back to their Trenches’ . ..
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a wall inserted on the line of the scenic curtain would not
meet the needs of the situation. Pastoral scenes are also
common, for the urban preoccupation has its regular reaction
in the direction of pastoral. There is plenty of evidence for
practicable trees, such as that on which Orlando in As You
Like It hangs his love verses, and the most likely machinery
for putting trees into position still seems to me to be the
trap.! A trap, too, might bring up the bower for the play
within the play of Hamlet, the pleached arbour of Much Ado
about Nothing, the pulpit in the forum of Fulius Caesar, the
tombstone in the woods of Timon of Athens, the wayside cross
of Every Man Out of his Humour, and other terrains most
easily thought of as free-standing structures.2 It would open
for Ophelia’s grave, and for the still beloved ascents of spirits
from the lower regions.? It remains difficult to see how a river-
bank or the sea-shores was represented.® As a rule, the edge
of the stage, with steps into the auditorium taken for water
stairs, seems most plausible. But there is a complicated
episode in The Devil's Charter, with a conduit and a bridge
over the Tiber, which I do not feel quite able to envisage.®
There is another bridge over the Tiber for Horatius Cocles in
the Red Bull play of the Rape of Lucrece. But this is easier ;
it is projected from the walls of Rome, and there must be
a trapped cavity on the scenic line, into which Horatius
leaps.®

(42) ‘ Martius followes them to their gates, and is shutin’. .. (62) ‘ Enter
Martius bleeding, assaulted by the enemy ’ . . . ‘ They fight and all enter
the City ’, and s0 on to end of sc. x; Tim. V. iv. 1, * Enter Alcibiades with
his Powers before Athens . . . The Senators appeare vpon the wals';
1v.i; Devil’s Charter, 11.i; 1v,iv; Maid's Tragedy, v. in.

' A. Y. L. nnii. 1; Philaster, 1v. iv. 83, * Philaster creeps out of a bush’
(as shown in the woodcut on the t.p. of the Q.) ; T. N. K. 1 i. 37, * Enter
Palamon as out of a bush’; v. i. 169, ‘ Here the Hynde vanishes under the
Altar : and in the place ascends a Rose Tree, having one Rose upon it ’.

' Ham.nLii. 146 (Q,) ‘Enter in a Dumb Show, the King and the Queene,
he sits downe in an Arbor’, (Q,, Fs) ‘ he lyes him downe vpon a bancke
of flowers ’'; M. Ado, 1. ii. 10; 1L i. 7, 30; J. C.1uLii. 1, ' Enter Brutus
and goes into the Pulpit ’; Tim. v.iii. 5; E. M. O. . ii.

* Ham. v. i; Mach. 1v. i; Devil's Chartey, prol. ; Catiline, 1. i, &c.;
I do not know whether hell-mouth remained in use ; there is nothing to
point to it in the hell scene of The Devil is an Ass, 1. i.

¢ Pericles, 11. i. 121, * Enter the two Fisher-men, drawing vp a Net '.

8 Devil's Chartey, 1m1. v. Caesar Borgia and Frescobaldi murder the
Duke of Candie (vide infra). Caesar says ‘ let vs heaue him ouer, That he
may fall into the riuer Tiber, Come to the bridge with him ’; he bids
Frescobaldi ‘ stretch out their armes (for] feare that he Fall not vpon the
arches ’, and ‘ Caesar casteth Frescobaldi after ’.

® Rape of Lucrecs (ed. Pearson), p. 240. It is before ‘ yon walles’ of
Rome. Horatius has his foot  fixt vpon the bridge ' and bids his friends
break it behind him, while he keeps Tarquin's party off. Then ‘a noise
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The Hope contract of 1613 provides for the heavens to be
supported without the help of posts rising from the stage.
For this there was a special reason at the Hope, since the
stage had to be capable of removal to make room for bear-
baitings. But the advantage of dispensing with the posts
and the obstacle to the free vision of the spectators which
they presented must have been so great, that the innovation
may well have occurred to the builders of the Globe. Whether
it did, I do not think that we can say. There are one or two
references to posts in stage-directions, but they need not be
the posts of the heavens.! Possibly, too, there was less use
of the descending chair. One might even fancy that Jonson’s
sarcasm in the prologue to Every Man In his Humour dis-
credited it. The new type of play did not so often call for
spectacular palace scenes, and perhaps some simpler and
more portable kind of ‘ state ' was allowed to serve the turn.
There is no suggestion of a descent from the heavens in the
theophanies of As You Like It and Pericles; Juno, however,
descends in The Tempest.2 This, although it has practically
no change of setting, is in some ways, under the mask in-
fluence, the most spectacular performance attempted by the
King's men at Globe or Blackfriars during our period.?> But
it is far outdone by the Queen’s plays of the Golden, Silver,

of knocking downe the bridge, within’ and ‘ Enter . .. Valerius aboue’,
who encourages Horatius. After ‘ Alarum, and the falling of the Bridge ’,
Horatius ‘ exit ', and Porsenna says ‘' Hee'’s leapt off from the bridge .
Presently ° the shout of all the multitude Now welcomes him a land ’.

' Devil’s Charter, 11. v, Frescobaldi is to waylay the Duke of Candie.
‘ He fenceth’ (s.d.) with ‘ this conduct here’ (1482), and as the victim
arrives, ‘ Here will I stand close ' (1612) and ‘ He stands behind the post ’
(s.d.) ; cf. Satiromastix (p. 141, n. 4).

t: Tp.1v. i, 72.

3 Tp. 1 ii. 17, ‘ Solemne and strange Musicke : and Prosper on the
top (invisible :) Enter severall strange shapes, bringing in a Banket ;
and dance about it with gentle actions of salutations, and 1nuiting the

King, &c. to eate, they depart’ . .. (52) ‘ Thunder and lightning. Enter
Ariell (like a Harpey) claps his wings upon the Table, and with a queint
device the Banquet vanishes ' . . . (82) * He vanishes in Thunder : then

(to soft Musicke) Enter the shapes againe, and daunce (with mockes
and mowes) and carrying out the Table’'; 1v. i. 134, ‘ Enter Certaine
Nimphes . . . Enter certaine Reapers (properly habited :) they ioyne with
the Nimphes, in a gracefull dance, towards the end whereof, Prospero
starts sodainly and speakes, after which to a strange hollow and confused
noyse, they heauily vanish’ ... (256) ‘ A noyse of Hunters heard. Enter
divers Spirits in shape of Dogs and Hounds, hunting them about: Prospero
and Ariel setting them on’. Was the ‘ top ' merely the gallery, or the
third tiring-house floor (cf. p. 98) above? Ariel, like Prospero, enters
* invisible * (11 ii. 48). Is this merely the touch of an editor (cf. ch. xxii)
or does it reflect a stage convention ? The Admiral’s tiring-house contained
in 1598 (Henslowe Papers, 123) ‘ a robe for to goo invisibell ’.



STAGING IN THE THEATRES: 17TH c. 109

and Bragen Ages, which, if they were really given just as
Heywood printed them, must have strained the scenic
resources of the Red Bull to an extreme. Here are ascents
and descents and entries from every conceivable point of the
stage ; ! divinities in fantastic disguise ; 2 mythological dumb-
shows; 3 battles and hunting episodes and revels ; 4 ingenious
properties, often with a melodramatic thrill ;® and from

' G. 4. v, ‘ Iris descends . . . Iupiter first ascends upon the Eagle, and
after him Ganimed '...‘ Enter at 4 severall corners the 4 winds ’ ; S. 4. 11,

‘ Thunder and lightning. Iupiter discends in a cloude ’ . . . ‘ Iuno and Iris
descend from the heavens ' ; 111, ‘ Enter Iuno and Iris aboveinacloud”’. ..
* Enter Pluto, his Chariot drawne in by Divels’ . . . ‘ Mercury flies from
above’ . .. ‘ Earth riseth from under the stage’ ... ‘ Earth sinkes’ . . .

* The river Arethusa nseth from the stage’; 1v, ‘ Iupiter taking up the
Infant speakes as he ascends in s cloud’; v, ‘ Hercules sinkes himselfe :
Flashes of fire ; the Diuels appeare at every corner of the stage with severall
fire-workes’ . . . ‘ Exeunt three wayes Ceres, Theseus, Philoctetes, and
Hercules dragging Cerberus one way : Pluto, hels Iudges, the Fates and
Furies downe to hell : Tupiter, the Gods and Planets ascend to heaven ' ;
B. A. 1, * When the Fury sinkes, a Buls head appeares’; v, ‘ Enter
Hercules from a rocke above, tearing down trees’ . . . ‘ Iupiter above
strikes him with a thunderbolt, his body sinkes, and from the heavens
discends a hand in a cloud, that from the place where Hercules was burnt,
brings up a starre, and fixeth it in the firmament .

* G. 4. 1, ' Enter Iupiter ke a Nimph, or a Virago’; 1v, ‘ Enter
Iupiter likea Pedler’; S. 4.11,‘ Enter . .. Iupiter shapt ike Amphitrio’; 1v,
‘ Enter Iuno in the shape of old Beroe’ ... ‘ Enter Iupiter like a wood-
man'; B. A.v, ‘ Enter. .. Hercules attired ke a woman, with a distaffe
and a spindle ’.

3 S. A. 11, ‘ The Nurses bring yong Hercules in his Cradle, and leave
him. Enter Iuno and Iris with two snakes, put them to the chi'de and
depart: Hercules strangles them: to them Amphitrio, admining the
accident’; B. 4.1v, ‘ Enter Vulcan and Pyragmon with his net of wire . . .
Vulcan catcheth them fast in his net . . . All the Gods appeare above and
laugh, Iupiter, Iuno, Phoebus, Mercury, Neptune ’.

¢ G.A.11,"' Aconfused fray, an alarme .. Lycaon makes head againe,
and is beat off by Iupiter and the Epirians, Iupiter ceazeth the roome of
Lycaon '; 11, ‘ Enter with musicke (before Diana) sixe Satires, after them
all their Nimphs, garlands on their heads, and i1avelings in their hands,
their Bowes and Quivers : the Satyrs sing’ ... ‘ Hornes winded, a great
noise of hunting. Enter Diana, all her Nimphes in the chase, Iupiter
pulling Calisto back '; 11, ‘ Alarm. They combat with iavelings first,
after with swords and targets’; S. 4. 111, ‘ Enter Ceres and Proserpine
attired like the Moone, with a company of Swaines, and country Wenches :
Theysing ’...* A confused fray with stooles, cups and bowles, the Centaurs
are beaten . . . Enter with victory, Hercules ’; B. 4. 1v, ‘ Enter Aurora,
attended with Seasons, Daies, and Howers ’; v, ‘ Hercules swings Lychas
about his head, and kils him ’.

¢ G.A. 1, ‘' Enter Saturn with wedges of gold and silver, models of
ships and buildings, bow and arrowes, &c.’; 11, ‘ Vesta and the Nurse,
who with counterfeit passion present the King a bleeding heart upon
a knives point, and a bowle of bloud ' . . . ‘ A banquet brought in, with the
limbes of a man in the service’; B. A.v, ‘Enter to the sacrifice two Priests
to the Altar, sixe Princes with sixe of his labours, in the midst Hercules
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beginning to end a succession of atmospheric phenomena,
which suggest’ that the Jacobeans had made considerable
progress in the art of stage pyrotechnics.! The Globe, with
its traditional * blazing star’, is left far behind.?

The critical points of staging are the recesses below and
above. Some kind of recess on the level of the main stage is
often required by the King’s plays; for action in or before
a prison,® a cell,* a cave,’ a closet,® a study,? a tomb,® a chapel,®
a shop; 10 for the revelation of dead bodies or other concealed

bearing his two brazen pillars, six other Princes, with the other six
labours ’.

1 G. A.v, " Pluto drawes hell : the Fates put upon him a burning Roabe,
and present him with a Mace, and burning crowne ’; S. 4. 11, ‘' Iupiter
appeares in his glory under a Raine-bow ’; 1v, ' Thunder, lightnings,
Iupiter descends in his maiesty, his Thunderbolt burning’....* As he
toucheth the bed it fires,and all flyes up’; v, ‘ Fire-workes all over the house’
. . . * Enter Pluto with a club of fire, a burning crowne, Proserpine, the
Judges, the Fates, and a guard of Divels, all with burning weapons ’;
B.A. 11, ‘ There fals a shower of raine’. Perhaps one should remember
the sarcasm of Warning for Fair Women, ind. 51, * With that a little
rosin flasheth forth, Like smoke out of a tobacco pipe, or a boys squib ’.

* Revenger’s Tragedy (Dodsley*), p. 99 ; it recurs in 2 If You Know Not
Me (ed. Pearson), p. 292.

3 T.N.1v.ii; M. for M. 1v. iii ; Fair Maid of Bristow, sig. E3; Philas-
ter, v. ii.

¢ Tp. v. i. 172, ‘ Here Prospero discouers Ferdinand and Miranda,
playing at Chesse ’. 8 Tim. 1v.iii.; v.i. 133.

¢ M. Wives, 1. iv. 40, ' He steps into the Counting-house * (Q,); 2 Maid's
Tragedy, 1995, 2030, ‘ Locks him self in ’.

" M. D. of Edmonton, prol. 34, ‘' Draw the Curtaines’ (s.d.), which
disclose Fabel on a couch, with a ‘ necromanticke chaire ' by him ; Devil’s
Charter, 1. iv. 325, ‘ Alexander in his study ’; 1v. i. 1704, 1847 ; v. 2421,
2437 ; V.iv. 2965 ; vi. 3016, * Alexander vnbraced betwixt two Cardinalls
in his study looking vpon a booke, whilst a groome draweth the Curtaine
. . . They place him in a chayre vpon the stage, a groome setteth a Table
before him ’ . . . (3068), ‘ Alexander draweth the Curtaine of his studie
where hee discouereth the diuill sitting in his pontificals’; Hen. VIII,
11. ii. 63, after action in anteroom, ‘ Exit Lord Chamberlaine, and the King
drawes the Curtaine and sits reading pensiuely ’; Catiline, 1. i. 15, ‘ Dis-
couers Catiline in his study ’; Duchess of Malfi, v. ii. 221 (a ‘ cabinet ’) ;
cf. Massacre at Paris (Fortune), 434, ‘ He knocketh, and enter the King of
Nauarre and Prince of Condy, with their scholmaisters ' (clearly a dis-
covery, rather than an entry).

8 2 Maid’s Tragedy, 1725, ‘ Enter the Tirant agen at a farder dore,
which opened, bringes hym to the Toombe wher the Lady lies buried ;
the Toombe here discovered ritchly set forthe'’; (1891) ‘ Gouianus
kneeles at the Toomb wondrous passionatly * . . . (1926), ‘ On a sodayne
in a kinde of Noyse like a Wynde, the dores clattering, the Toombstone
flies open, and a great light appeares in the midst of the Toombe .

* W.T. v.iii; D. of Malfi, n1 iv. 1, * Two Pilgrimes to the Shrine of
our Lady of Loretto ’.

* E.M.O. w. iii-v; cf. Roaring Girl (Fortune) (ed. Pearson, p. o),
* The three shops open in a ranke : the first a Poticaries shop, the next
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sights.! In many cases the alcove constructed in the tiring-
house behind the scenic wall would give all that is required,
and occasionally a mention of the ‘curtains’ or of *dis-
covery ' in a stage-direction points plainly to this arrange-
ment. The ‘ traverse ' of Webster’s plays, both for the King’s
and the Queen’s men, appears, as already pointed out, to be
nothing more than a terminological variant.? Similarly, hall
scenes have still their ‘arras’ or their ‘ hangings’, behind
which a spy can post himself.> A new feature, however, now
presents itself in the existence of certain scenes, including
some bedchamber scenes, which entail the use of properties
and would, I think, during the sixteenth century have been
placed in the alcove, but now appear to have been brought
forward and to occupy, like hall scenes, the main stage. The
usage is by no means invariable. Even in so late a play as
Cymbeline, Imogen’s chamber, with Iachimo’s trunk and the
elaborate fire-places in it, must, in spite of the absence of
any reference to curtains, have been disposed in the alcove;
for the trunk scene is immediately followed by another before

a Fether shop ; the third a Sempsters shop’; Two Lamentable Tragedies
(? Fortune), 1. i, ‘ Sit in his shop ' (Merry’s) ; 1. iii, * Then Merry must
passe to Beeches shoppe, who must sit in his shop, and Winchester his boy
stand by : Beech reading’; I i, ‘ The boy sitting at his maisters dore ’ . . .
‘ When the boy goeth into the shoppe Merrie stnketh six blowes on his
head and with the seaventh leaues the hammer sticking in his head’ . . .
‘ Enter one in his shirt and a maide, and comming to Beeches shop findes
the boy murthered ’; 1v. iv, ‘ Rachell sits in the shop’ (Merry’s);
Bartholomew Faiwr (Hope), 11-v, which need booths for the pig-woman,
gingerbread woman, and hobby-horse man.

¥ Revenger’s Tragedy (Dodsley'), i, p. 26, ‘ Enter . . . Antonio . . . dis-
covering the body of her dead to certain Lords and Hippolito ; pp. 58, go
(scenes of assignation and murder in a room with * yon silver ceiling ’, a
‘ darken’d blushless angle’, ‘ this unsunned lodge’, ‘ that sad room’);
D. of Malfi, 1v. i. 55, * Here is discover’d, behind a travers, the artificiall
figures of Antonio and his children, appearing as if they were dead ’;
ii. 262, ‘' Shewes the children strangled’; cf. White Devil (Queen’s),
v. iv. 71, ‘ They are behind the travers. Ile discover Their superstitious
howling ’, with s.d. ‘ Cornelia, the Moore and 3 other Ladies discovered,
winding Marcello’s coarse ’; Brazen Age (Queen’s), 111, ‘ Two fiery Buls
are discouered, the Fleece hanging over them, and the Dragon sleeping
beneath them : Medea with strange fiery-workes, hangs above in the Aire
in the strange habite of a Coniuresse ’.

* Cf. p. 25. I am not clear whether Volpone, v. 2801, ‘ Volpone peepes
from behinde a trauerse ’ is below or above, but in either event the traverse
in this case must have been a comparatively low screen and free from
attachment at the top, as Volpone says (2761), ‘ I'le get up, Behind the
cortine, on a stoole, and harken ; Sometime, peepe ouer ’.

¥ M. Ado, 1. iii. 63; M. Wives, 11. iii. 97, ‘ Falstaffe stands behind the
aras’ (Q,); Ham. 11 ii. 163; I iv. 22 ; D. of Malfi, 1. ii. 65 ; Philaster,
1L ii. 61, * Exit behind the hangings ' . .. (148), * Enter Galatea from behind
the hangings ',
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the door of the same chamber, from which Imogen presently
emerges.! But I do not think that the alcove was used for
Gertrude’s closet in Hamlet, the whole of which play seems
to me to be set very continuously on the outer stage.? Hamlet
does not enter the closet direct from in front, but goes off
and comes on again. A little distance is required for the
vision of the Ghost, who goes out at a visible ‘ portal . When
Hamlet has killed Polonius, he lugs the guts into the neigh-
bour room, according to the ordinary device for clearing
a dead body from the main stage, which is superfluous when
the death has taken place in the alcove. There is an arras,
behind which Polonius esconces himself, and on this, or
perhaps on an inner arras disclosed by a slight parting of
the ordinary one, hangs the picture of Hamlet’s father. Nor
do I think, although it is difficult to be certain, that the
alcove held Desdemona's death-chamber in Othello® True,
there are curtains drawn here, but they may be only bed-
curtains, A longish chamber, with an outer door, seems to
be indicated. A good many persons, including Cassio ‘in
a chaire’, have to be accommodated, and when Emilia
enters, it is some time before her attention is drawn to
Desdemona behind the curtains. If anything is in the
alcove, it can only be just the bed itself. The best illustra-
tions of my point, however, are to be found in The Devil’s
Charter, a singular play, with full and naive stage-directions,
which perhaps betray the hand of an inexperienced writer.
Much of the action takes place in the palace of Alexander
Borgia at Rome. The alcove seems to be reserved for
Alexander’s study. Other scenes of an intimately domestic
character are staged in front, and the necessary furniture is
very frankly carried on, in one case by a protagonist. This
is a scene in a parlour by night, in which Lucrezia Borgia

' Cy. 1. ii. 1, ‘ Enter Imogen, in her Bed, and a Lady ’. .. (11) ‘' fachimo
from the Trunke’, who says (47) ‘ To th’ Truncke againe, and shut the
spring of it’ and (s1) * Exit *; cf. 11. iii. 42, * Attend you here the doore
of om stern daughter ? ’; cf. Rape of Lucrece (Red Bull), p. 222 (ed.
Pearson), ‘ Lucrece discovered in her bed ’.

* Ham. ur.iv; cf. p. 116. Most of the scenes are in some indefinite place
in the castle, called in 11.ii. 161 ‘ here in the lobby’ (Q,, F,) or ‘ here in the
gallery ' (Q,). Possibly the audience for the play scene (1. ii) were in
the alcove, as there is nothing to suggest that they were above ; or they
may have been to right and left, and the players in the alcove ; it is guess-
work.

? Oth. v. ii. 1, ‘' Enter Othello with a light’ (Q,), ‘ Enter Othello and
Desdemona in her bed ’ (F,). It is difficult to say whether Maid’'s Tragedy,
v.i. 2 (continuous scene), where Evadne’s entry and colloquy with a gentle-
man of the bedchamber is followed by s.d. ‘ King abed ’, implies a * dis-
covery ’ or not.
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murders her husband.? Another scene represents Lucrezia’s
toilet ; 2 in a third young men come in from tennis and
are groomed by a barber.? My impression is that in the
seventeenth century, instead of discovering a bedchamber
in the alcove, it became the custom to secure more space
and light by projecting the bed through the central aperture
on to the main stage, and removing it by the same avenue
when the scene was over. As to this a stage-direction in
2 Henry VI may be significant. There was a scene in 1 Con-
tention in which the murdered body of the Duke of Gloucester
is discovered in his bedchamber. This recurs in 2 Henry VI,
but instead of a full direction for the drawing of curtains,
the Folio has the simple note ‘ Bed put forth’4 This is
one of a group of formulas which have been the subject of
some discussion.® I do not think that either ¢ Bed put forth’
or still less ‘ Bed thrust out’ can be dismissed as a mere
equivalent of ‘ Enter in a bed ’, which may admittedly cover
a parting of the curtains, or of such a warning to the tire-man
as ‘Bed set out’' or ‘ready’ or ‘prepared’® There is a
difference between °setting out’ and °‘thrusting out’, for
the one does and the other does not carry the notion of
a push. And if ‘ Bed put forth’ is rather more colourless,
‘ Bed drawn out’, which also occurs, is clear enough. Un-
fortunately the extant text of 2 Henry V'] may be of any
date up to 1623, and none of the other examples of the
formulas in question are direct evidence for the Globe in
1599-1613.7 To be sure of the projected bed at so early

' D. Charter, 1. v. 547, * Enter Lucretia alone in her night gowne uatired,
bringing in a chaire, which she planteth upon the Stage’ ... (579) ‘ Enter
Gismond di Viselli untrussed in his Night-cap, tying his points ’ . .. (625)
‘ Gismond sitteth downe in a Chaire, Lucretia on a stoole [ready on the
stage for a spectator ?] beside him ’. .. (673) ‘ She . .. convaieth away the-
chaire . Barbarossa comes into ‘ this parler here ’ (700), finds the murdered
body, and they ‘' locke up the dores there * and * bring in the body’ (777),
which is therefore evidently not behind a curtain.

% D. Charter, 1v. iii. 2005, ‘ Enter Lucretia richly attired with a Phyal
in her hand ’ . .. ‘ Enter two Pages with a Table, two looking glasses, a box
with Combes and instruments, a rich bowle ’. She paints and is poisoned,
and a Physician bids ‘ beare in het body ’ (2146).

3 D. Charter, 1v. v. 2441, ‘ Exit Alexander into his study ' ... ‘ Enter
Astor and Philippo in their wast-cotes withrackets’ . . . ‘ Enter two Barbers
with linen’ . . . ‘ After the barbers had trimmed and rubbed their bodies
a little, Astor caleth’ . . . ‘ They lay them selves upon a bed and the
barbers depart * . . . * Bernardo knocketh at the study . They are murdered
and Bernardo bidden to ‘ beare them in ’ (2589).

4 Cf. p. 66.

¢ Albright, 142 ; Graves, 17; Reynolds (1911), §5; Thorndike, 81.

¢ Cf. ch. xxii.

' In The Faithful Friends (possibly a Jacobean King's play), iv. 282,

3329'3 1
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a date, we have to turn to the Red Bull, where we find it
both in the Golden and the Silver Age, as well as the amateur
Hector of Germany, or to the Swan, where we find it in The
Chaste Maid of Cheapside The Golden Age particularly
repays study. The whole of the last two acts are devoted to
the episode of Jupiter and Danae. The scene is set in

the Darreine Tower
Guirt with a triple mure of shining brasse.

Most of the action requires a courtyard, and the wall and
gate of this, with a porter’s lodge and an alarm-bell, must
have been given some kind of structural representation on
the stage. An inner door is supposed to lead to Danae’s
chamber above. It is in this chamber, presumably, that
attendants enter ‘ drawing out Danae’s bed’, and when
* The bed is drawn in’, action is resumed in the courtyard
below.2

Rufinus says, ‘Lead to the chamber called Elysium '; then comes s.d.
Y Exit Young Tullius, Phyladelphia and Rufinus. Then a rich Bed is
thrust out and they enter again’, and Tullius says ‘ This is the lodging
called Elysium'. Later examples are Sir W. Berkeley, The Lost Lady
(1638), v. i, ‘ Enter the Moor on her bed, Hermione, Phillida, and Irene.
The bed thrust out’; Suckling, Aglaura (1646), v, ‘ A bed put out.
Thersames and Aglaura in it . . . Draw in the Bed ’; Davenport, City
Night Cap (1661, Cockpit), 11. i, * A bed thrust out. Lodovico sleeping in
his clothes ; Dorothea in bed ’.

1 Silver Age, 1v, ‘ Enter Semele drawne out in her bed ’; Heclor of Ger-
many, 1. i, ‘ a bed thrust out, the Palsgrave lying sick on it, the King of
Bohemia, the Duke of Savoy, the Marquis Brandenburg entering with him ’;
Chaste Maid in Cheapside, 1. ii. 1, * A bed thrust out upon the stage;
Allwit’s wife in it °. This appears from ‘ call him up ’ (102) to be on the
upper stage. Golden Age, 1, ‘' Enter Sibilla lying in child-bed, with her
child lying by her, and her Nurse, &c.’ has the Cymbeline formula, but
presumably the staging was as for Danae,

* Golden Age, 1v, ‘' Enter foure old Beldams ’, and say ‘ The ’larme bell
rings *; it is Acrisius; they will ‘ clap close to the gate and let him in ’.
He bids them watch ‘ your percullist entrance ’, says * Danae is descended °,
speaks of ‘the walkes within this barricadoed mure ’. She returns ‘ unto
her chamber ’ and he ‘Exit *. The beldams will ‘ take our lodgings before
the Princesse chamber’ and ‘Exit’. Then ‘ Enter Iupiter like a Pedler,
the Clowne his man, with packs at their backes ', They are evidently
outside the gate. ‘ He rings the bell * and persuades the beldams to let
him ‘ into the Porters lodge *. They will * shut the gate for feare the King
come and if he ring clap the Pedlers into some of yon old rotten corners °*.
Then ‘ Enter Danae ’, whom Jupiter courts. She says ‘ Yon is my doore’
and ‘Exit’. The beldams will ‘ see the Pedlers pack’t out of the gate ’
but in the end let them  take a nap upon some bench or other’, and bié
them good-night. Jupiter ‘ puts off his disguise’ and ‘Exit’. Then
* Enter the foure old Beldams, drawing out Danae’s bed : she in it. They
place foure tapers at the foure corners’. Jupiter returns ‘ crown’d with
his imperiall robes ’, says ‘ Yon is the doore ’, calls Danae by name, * lyes
upon her bed * and * puts out the lights and makes unready ’. Presently
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There are chamber scenes in the King’s plays also, which
are neither in the alcove nor on the main stage, but above.
This is an extension of a practice already observable in pre-
Globe days. Hero’s chamber in Much Ado about Nothing is
above.! So is Celia’s in Volpone2 So is Falstaff’s at the
Garter Inn in The Merry Wives of Windsor3 In all these
examples, which are not exhaustive, a reasonable amount of
space is required for action.* This is still more the case in
The Yorkshire Tragedy, where the violent scene of the triple
murder at Calverley Hall is clearly located upstairs.>? More-
over, there are two plays which stage above what one would
normally regard as hall rather than chamber scenes. One is
Sejanus, where a break in the dialogue in the first act can best
be explained by the interpretation of a scene in an upper
‘gallery '.8 The other is Every Man Out of his Humour,
where the personages go ‘up’ to the great chamber at Court.?
Elaborate use is also made of the upper level in Antony and

‘ The bed is drawne in, and enter the Clowne new wak’t’, followed by
‘ Enter Iupiter and Danae in her night-gowne ’. He puts on his cloak, and
‘ Enter the foure Beldams in hast’, say ‘ the gate is open ’, and dismiss
the pedlars.

' M. Ado, 11. iv. Presumably the action is at the window, as there is
a ‘new tire within’ (13) and Hero withdraws when guests arrive (9s).
It is of course the same window which is required by Don John's plot,
although it is not again in action (cf. 11. ii. 43 ; iii. 89 ; 1L ii. 116, iii. 156 ;
v. i. 85, 311).

8 Volpong, 11. v—vii. In the piazza, under the same window, is 11. i-iii,
where ‘ Celia at the windo’ throws downe her handkerchiefe ’ (1149).

3 M. W. 1. ii; mu1 v, in both of which persons ‘ below ' are bidden
‘come up’; possibly v. i; cf. 1v. v, 13, 22, 131, where persons below
speak of the chamber as above.

¢ E. M. O. v. iv-vi, at the Mitre ; M. Devil of Edmonion, 1. i; Miseries
of Enforced Marriage, 111. i; and for other theatres, Massacre at Paris
(Fortune), 257 ‘ Enter the Admirall in his bed’, 301 ‘ Enter into the
Admirals house, and he in his bed’, with 310 ‘ Throw him downe’;
Two Lamentable Tragedies (Fortune), parts of 1. iii, ‘ Then being in the
upper Rome Merry strickes him in the head fifteene times’, m. i, iii;
1 If You Know Not Me (? Queen’s), p. 240 (ed. Pearson), * Enter Elizabeth,
Gage, and Clarencia aboue ’. Elizabeth bids Gage ' Looke to the pathway
that doth come from the court’, perhaps from a window at the back
(cf. p. 96), and he describes a coming horseman.

® Yorkshire Tragedy, scc. iii, v, vii, while the intermediate episodes,
scc. iv, vi, are below. It is all really one scene.

¢ Sejanus (F)), i. 355-469 (cf. 287), an episode breaking the flow of the
main action, a hall scene, of the act; it must be apart from the hall, not
perhaps necessarily above.

? E.M.O. v. ii, preceded and followed by scene near the court gate
at the foot of stairs leading to the great chamber ; v. i has ‘' Is this the
way ? good truth here be fine hangings ’ and ‘ courtiers drop out ’, pre-
sumably through the arras and up the stairs. Then a presenter says,
‘ Here they come ’, and the courtiers enter, presumably above.
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Cleopatra, where it represents the refuge of Cleopatra upon
a monument, to which Antony is heaved up for his death
scene, and on which Cleopatra is afterwards surprised by
Caesar’s troops.! But I do not agree with the suggestion that
it was used in shipboard scenes, for which, as we learn from
the presenter’s speeches in Pericles, the stage-manager gave
up the idea of providing a realistic setting, and fell back upon
an appeal to the imagination of the audience.? Nor do I think
that it was used for the ‘platform’ at Elsinore Castle in
Hamlet ;3 or, as it was in the sixteenth century, for scenes
in a Capitoline senate overlooking the forum at Rome.4
In Bonduca, if that is of our period, it was adapted for a high
rock, with fugitives upon it, in a wood.> I do not find exten-
sive chamber scenes ‘ above ’ in any King’s play later than
1609, and that may be a fact of significance to which I shall
return.® But shallow action, at windows or in a gallery
overlooking a hall or open space, continues to be frequent.?

' 4. and C. 1v. xv. 1, ‘' Enter Cleopatra, and her Maides aloft ’, with
(8) ‘ Look out o’ the other side your monument’ . .. (37) ¢ They- heave
Anthony aloft to Cleopatra’; V. ii; cf. 360, ‘ bear her women from the
monument ’.

8 Pericles, 1. i (prol. §8,' In your imagination hold This stage the ship ’) ;
v. i (prol. 21, ‘' In your supposing once more put your sight Of heavy
Pericles ; think this his bark ’). The other scenes (1 Contention, sc. xii ;
A. and C. 11. vii ; Tp. 1. 1) have nothing directly indicating action * above ’.

3 Ham. 1. i, iv, v; cf. 1. ii. 213, ‘ upon the platform where we watch’'d °’.
There would be hardly room ‘ above ’ for the Ghost to waft Hamlet to
‘a more removed ground’ (1. iv. 61), and the effect of 1. v. 148, where
‘ Ghost cries under the Stage’, would be less. On the other hand, in White
Devil (Queen’s), 1v. iv. 39 the s.d. ‘' A Cardinal on the Tarras ’ is explained
by Flamineo’s words, * Behold ! my lord of Arragon appeares, On the church
battlements ’.

¢ J.C. mr i; Cor. 1. ii, ‘ Enter two Officers, to lay Cushions, as it
were, in the Capitol ' ; Sejanus (F)), iii. 1-6; v. 19-22; Catiline, 1v. ii,
v.iv, vi; also Rape of Lucrece (Red Bull), pp. 168—73 (ed. Pearson). There
is a complete absence of s.ds. for ‘ above ’; cf. p. §8. Butin J.C. i
and Catiline, v. vi, at least, action in the senate house is continuous with
action in the street or forum without, and both places must have beern
shown, and somehow differentiated.

¢ Bonduca, v. i, ‘ Enter Caratach upon a rock, and Hengo by him,
sleeping ' ; v. iii, * Enter Caratach and Hengo on the Rock’. Hengo is
let down by a belt to fetch up food. Itis‘aste rockith’ woods’ (v, ii);
cf. the rock scene in Brazen Age, v (cf. p. 109).

¢ Cf. p. 153. Duchess of Malf, 1. ii, with (173)  call up our officers ’
is a possible exception.

" E. M.O0.11.1i (where personages standing ‘ under this Tarras® watch
action under a window) ; Devil’'s Charter, 111. ii, * Alexander out of a Case-
ment ' ; M. Devil of Edmonton, v. ii. 59, ‘ D'yee see yon bay window ?’
Miseries of Enforced Marriage (Dodsley*), iv, p. 540 (' Here s the sign of
the Wolf, and the bay-window'); T.N. K. 1. i, ii; Catiline, 11. v ;
Philaster, 1. iv; Second Maiden’s Tragedy, v. i. 2004, ‘ Leonella above
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In The Devil is an Ass, which is a Blackfriars play of 1616,
a little beyond the limits of our period, there is an interest-
ing scene played out of two contiguous upper windows,
supposed to be in different houses.t

There is other evidence to show that in the seventeenth
century as in the sixteenth, the stage was not limited to the
presentation of a single house only at any given moment.
A multiplicity of houses would fit the needs of several plays,
but perhaps the most striking instance for the Globe is
afforded by The Merry Devil of Edmonton, the last act of
which requires two inns on opposite sides of the stage, the
signs of which have been secretly exchanged, as a trick in
the working out of the plot.2 The King's plays do not often
require any marked foreshortening of distance in journeys
over the stage. Hamlet, indeed, comes in ‘a farre off’,
according to a stage-direction of the Folio, but this need
mean no more than at the other end of the graveyard,
although Hamlet is in fact returning from a voyage.? In
Bonduca the Roman army at one end of the stage are said
to be half a furlong from the rock occupied by Caractacus,
which they cannot yet see; but they go off, and their leaders
subsequently emerge upon the rock from behind.* The old
device endured at the Red Bull, but even here the flagrant
example usually cited is of a very special type.5 At the end
of The Travels of the Three English Brothers, the action of

in a gallery with her love Bellarius’ . . . (2021) ‘ Descendet Leonela ’;
Duchess of Malfs, v. v; Hen. VIII, v. ii. 19, ' Enter the King, and Buts,
at a Windowe above’, with ‘Let ’em alone, and draw the curtaine
close ' (34) ; Pericles, 11. ii (where Simonides and Thaisa ‘ withdraw into
the gallerie ’, to watch a tilting supposed behind, as in the sixteenth-century
Soliman and Perseda; cf. p. 96). So, too, in T. N. K. v. iii, the fight
between Palamon and Arcite takes place within; Emilia will not see 1t,
and it is reported to her on the main stage.

' D, an Ass, 11. vi. 37, ‘ This Scene is acted at two windo’s as out of
two contiguous buildings ' . . . (77) ‘ Playes with her paps, kisseth her
hands, &c.’ . . . vii. 1 * Her husband appeares at her back’ . .. (8) ‘' Hee
speaks out of his wives window ’ . . . (23) * The Divell speakes below’ . ..
(28) ‘ Fitz-dottrel enters with his wife as come downe °.

3 M. Devil of Edmonton, V. i, ii ; Catiline, v. vi (where apparently three
houses are visited after leaving the senate-house); cf. the cases of shops
on p. 110, 0. I0.

3 Ham. v. i. 60. ¢ Bonduca, v. ii.

8 Three English Brothers, ad fin. A court scene 1n Sir T. Wyalt ends
(ed. Haclitt, p. 10) with s.d. ‘ pass round the stage’, which takes the
personages to the Tower. Similarly in 1 If You Know Not Me (ed. Pearson,
P. 246) a scene at Hatfield ends ‘ And now to London, lords, lead on the
way’, with s.d. ' Sennet about the Stage in order. The Maior of London
meets them ’, and in 2 If You Know Not Me (p. 342) troops start from
Tilbury, and ‘As they march about the stage, Sir Francis Drake and Sir
Martin Furbisher meet them ’.
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which ranges widely over the inhabited world, there is an
appeal to imagination by Fame, the presenter, who says,

Would your apprehensions helpe poore art,
Into three parts deuiding this our stage,
They all at once shall take their leaues of you.
Thinke this England, this Spaine, this Persia.

Then follow the stage-directions, ‘ Enter three seuerall waies
the three Brothers’, and ‘ Fame giues to each a prospective
glasse, - they seme to see one another’. Obviously such
a visionary dumb-show cannot legitimately be twisted into
an argument that the concurrent representation of incon-
gruous localities was a matter of normal staging. Such
interplay of opposed houses, as we get in The Merry Devil
of Edmonton, would no doubt seem more effective if we
could adopt the ingenious conjecture which regards the
scenic wall as not running in a straight line all the way, but
broken by two angles, so that, while the central apertures
below and above directly front the spectators, the doors to
right and left, each with a room or window above it, are set on
a bias, and more or less face each other from end to end of
the stage.! I cannot call this more than a conjecture, for
there is no direct evidence in its favour, and the Swan drawing,
for what that is worth, is flatly against it. Structurally it
would, I suppose, fit the round or apsidal ended Globe better
than the rectangular Fortune or Blackfriars. The theory
seems to have been suggested by a desire to make it possible
to watch action within the alcove from a gallery on the level
above. I have not, however, come across any play which
can be safely assigned to a public theatre, in which just this
situation presents itself, although it is common enough for

ersons above to watch action in a threshold or hall scene.

wo windows in the same plane would, of course, fully meet
the needs of The Devil is an Ass. There is, indeed, the often-
quoted scene from David and Bethsabe, in which the King
watches the Hittite’s wife bathing at a fountain; but the
provenance of David and Bethsabe is so uncertain and its text
so evidently manipulated, that it would be very temerarious
to rely upon it as affording any proof of public usage.? On
the other hand, if it is the case, as seems almost certain, that
the boxes over the doors were originally the lord’s rooms, it

! W. Archer in Quarlerly Review, ccviii, 471 ; Albright, 77 ; Lawrence,
i. 19; cf. my analogous conjecture of ‘ wings* on p. 100.

% David and Bethsabe, 25, ‘ He [Prologus] drawes a curtaine, and dis-
couers Bethsabe with her maid bathing ouer a spring : she sings, and
David sits aboue vewing her ’,
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would no doubt be desirable that the occupants of those
rooms should be able to see anything that went on within
the alcove. I do not quite know what weight to attach to
Mr. Lawrence’s analogy between the oblique doors which
this theory involves and the familiar post-Restoration pro-
scenium doors, with stage-boxes above them, at right angles
to the plane of the footlights.! The roofed Caroline theatres,
with their side-walls to the stage, and the proscenium arch,
probably borrowed from the masks, have intervened, and
I cannot pretend to have traced the history of theatrical
structure during the Caroline period.

I have felt justified in dealing more briefly with the early
seventeenth-century stages than with those of the sixteenth
century, for, after all, the fundamental conditions, so far as
I can judge, remained unaltered. 1 seem able to lay my
finger upon two directions in which development took place,
and both of these concern the troublesome problem of interior
action. First of all there is the stage gallery. Of this I venture
to reconstruct the story as follows. Its first function was to
provide seating accommodation for dignified and privileged
spectators, amongst whom could be placed, if occasion arose,
presenters or divine agents supposed to be watching or
directing the action of a play. Perhaps a differentiation
took place. Parts of the gallery, above the doors at either
end of the scene, were set aside as lord’s rooms. The central
part, with the upper floor of the tiring-house behind it, was
used for the musicians, but was also available for such scenes
as could effectively be staged above, and a curtain was fitted,
corresponding to that below, behind which the recess could
be set as a small chamber. Either as a result of these changes
or for other reasons, the lord’s rooms, about the end of the
sixteenth century, lost their popularity, and it became the
fashion for persons of distinction, or would-be distinction,
to sit upon the stage itself instead.? This left additional
space free above, and the architects of the Globe and Fortune
took the opportunity to enlarge the accommodation for their
upper scenes. Probably they left windows over the side-
doors, so that the upper parts of three distinct houses could,
if necessary, be represented ; and it may be that spectators
were not wholly excluded from these.? But they widened

! Lawrence, i. 159 (Proscenium Doors: an Elizabethan Heritage).

t Cf. vol. ii, p. 534.

3 At the Globe the windows appear to have been bay windows;
cf. p. 116, n. 7. Lawrence, ii. 25 (Windows on the Pre-Restoration Stage),
cites T. M. Black Book (1604), ‘And marching forward to the third
garden-house, there we knocked up the ghost of mistress Silverpin, who
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the music-room, so that it could now hold larger scenes, and
in fact now became an upper stage and not a mere recess.
Adequate lighting from behind could probably be obtained
rather more easily here than on the crowded floor below.
There is an interesting allusion which I have not yet quoted,
and which seems to point to an upper stage of substantial
dimensions in the public theatres of about the year 1607. It
is in Middleton's Family of Love, itself a King’s Revels play.?
Some of the characters have been to a performance, not ‘ by
the youths’, and there ‘saw Sampson bear the town-gates
on his neck from the lower to the upper stage’. You cannot
carry a pair of town-gates into a mere box, such as the Swan
drawing shows.

Meanwhile, what of the alcove ? I think that it proved too
dark and too cramped for the convenient handling of chamber
scenes, and that the tendency of the early seventeenth century
was to confine its use to action which could be kept shallow,
or for which obscurity was appropriate. It could still serve
for a prison, or an ‘ unsunned lodge’, or a chamber of horrors.
For scenes requiring more light and movement it was replaced,
sometimes by the more spacious upper stage, sometimes by
the main stage, on te which beds and other properties were
carried or ‘thrust out’, just as they had always been on
a less extensive scale for hall scenes. The difficulties of shift-
ing were, on the whole, compensated for by the greater
cffectiveness and visibility which action on the main scene
afforded. 1 do not therefore think it possible to accept even
such a modified version of the old * alternationist ' theory as
I find set out in Professor Thorndike’s recent Shakespeare’s
Theater. The older alternationists, starting from the prin-
ciple, sound enough in itself, of continuous action within an
act, assumed that all interior or other propertied scenes were
played behind the curtains, and were set there while unpro-
pertied action was played outside; and they deduced a
method of dramatic construction, which required the drama-
tists to alternate exterior and interior scenes so as to allow
time for the settings to be carried out.? The theory breaks
down, not merely because it entails a much more constant

suddenly risse out of two white sheets, and acted out of her tiring-house
window ’. It appears from Tate Wilkinson's Memoirs (Lawrence, i.
177) that the proscenium balconies were common ground to actors and
audience in the eighteenth century.

v Family of Love, 1. 11 101,

* The theory 1s best represented by C. Brodmeier, Die Shakespeare-Bishne
nach den alten Buknenanweisungen (1904) ; V. Albright, The Shakespearian
Stage (1909).
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use of the curtains than the stage-directions give us any
warrant for, but also because it fails to provide for the not
infrequent event of a succession of interior scenes; and in
its original form it is abandoned by Professor Thorndike in
common with other recent scholars, who see plainly enough
that what I have called hall scenes must have been given on
the outer stage. I do not think that they have always grasped
that the tendency of the seventeenth century was towards
a decreased and not an increased reliance upon the curtained
space, possibly because they have not as a rule followed the
historical method in their investigations; and Professor
Thorndike, although he traces the earlier employment of
the alcove much as I do, treats the opening and closing of
the curtains as coming in time to be used, in Anfony and
Cleopatra for example and in Cymbeline, as little more than
a handy convention for indicating the transfercnce of the
scene from one locality to another.! Such a usage would
not of course mean that the new scene was played wholly
or even partly within the alcove itself ; thc change might be
merely one of background. But, although I admit that there
would be a convenience in Professor Thorndike's develop-
ment, I do not see that there is in fact any evidence for it.
The stage-directions never mention the usc of curtains in
such circumstances as he has in mind; and while I am far
from supposing that they need always have been mentioned,
and have myself assumed their use in one scene of Cymbeline
where they are not mentioned, yet mentions of them are so
common in connexion with the earlier and admitted functions
of the alcove, that I should have expected Professor Thorn-
dike’s view, if it were sound, to have proved capable of
confirmation from at least one unconjectural case.

The difficulty which has led Professor Thorndike to his
conclusion is, however, a real one. In the absence of a scenario
with notes of locality, for which certainly there is no evidence,
how did the Elizabethan managers indicate to their audiences
the shifts of action from one place to another ? This is both
a sixteenth- and a seventeenth-century problem. We have
noted in a former chapter that unity of place was characteristic
of the earlier Elizabethan interludc; that it failed to impose
itself upon the romantic narrative plots of the popular drama ;
that it was departed from through the device of letting two
ends of a continuously set stage stand for discrete localities ;
that this device proved only a transition to a system in which
the whole stage stood successively for diffcrent localities ;

t Thorndike, 106.
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and that there are hints of a convention by which the
locality of each scene was indicated with the help of a label,
placed over the door through which the personages in that
scene made their exits and their entrances.! The public stage
of the sixteenth and early seventeenth centuries experienced
no re-establishment of the principle of unity ; broadly speak-
ing, it presents an extreme type of romantic drama, with an
unfettered freedom of ranging from one to another of any
number of localities required by a narrative plot. But the
practice, or the instinct, of individual playwrights differs.
Ben Jonson is naturally the man who betrays the most
conscious preoccupation with the question. He is not, how-
ever, a rigid or consistent unitarian. In his two earliest plays
the scene shifts from the country to a neighbouring town,
and the induction to Every Man Out of his Humour is in part
an apology for his own liberty, in part a criticism of the
licence of others.

Mitis. What ’s his scene ?

Cordatus. Mary Insula Fortunata, sir.

Mitis. O, the fortunate Iland ? masse he has bound himself to a
strict law there.

Cordatus. Why so ?

Miiis. He cannot lightly alter the scene without crossing the seas.

Cordatus. He needs not, hauing a whole Ilande to runne through,
I thinke.

Mitis, No? howe comes it then, that in some one play we see so
many seas, countries, and kingdomes, past over with such admirable
dexteritie ?

Cordatus. O, that but shewes how well the Authors can travaile in
their vocation, and out-run the apprehension of their Auditorie.

Sejanus is throughout in Rome, but five or six distinct houses
are required, and it must be doubtful whether such a multi-
plicity of houses could be shown without a change of scene.?
The prologue to Volpone claims for the author that ‘ The
laws of time, place, persons he obserueth’, and this has no
more than four houses, all in Venice.? In Catiline the scenes
in Rome, with some ten houses, are broken by two in open
country.* In Bartholomew Fair a preliminary act at a London

' Cf. pp. 41, 126, 154.

* Palace of Tiberius (Acts 1, 11, 111), Senate house (111, v), Gardens of
Eudemus (11), Houses of Agrippina (11, 1v), Sejanus (v), Regulus (v).
( 3 H)ouses of Volpone (1, 11, 111, v), Corvino (11), Would Be (v), Law court
v, V).

¢ Houses of Catiline (1, 1v), Fulvia (u), Cicero (11, 1v, v), Lecca (1),
Brutus (1v), Spinther (v. vi), Cornificius (V. vi), Caesar (V. vi), Senate house
(1v, v), Milvian Bridge (1v).
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house is followed by four set continuously before the three
booths of the fair. Absolute unity, as distinct from the unity
of a single country, or even a single town, is perhaps only
attained in The Alchemist. Here everything takes place,
either in a single room in Lovewit’s house in the Blackfriars,
or in front of a door leading from the street into the same
room. Evidently advantage was taken of the fact that the
scene did not have to be changed, to build a wall containing
this door out on to the stage itself, for action such as speaking
through the keyhole requires both sides of the door to be
practicable.! There is also a window from which persons
approaching can be seen. Inner doors, presumably in the
scenic wall, lead to a laboratory and other parts of the house,
but these are not discovered, and no use is made of the upper
level. Jonson here is a clear innovator, so far as the English
public theatre is concerned; no other play of our period
reproduces this type of permanent interior setting.
Shakespeare is no classicist; yet in some of his plays,
comedies and romantic tragedies, it is, I think, possible to
discern at least an instinctive feeling in the direction of scenic
unity. The Comedy of Errors, with its action in the streets
of Syracuse, near the mart, or before the Phoenix, the Por-
pentine, or the priory, follows upon the lines of its Latin
model, although here, as in most of Jonson's plays, it is
possible that the various houses wecre shown successively
rather than concurrently. Twelfth Night, Much Ado about
Nothing, and Measure for Measure cach require a single
town, with two, three, and five houses respectively; Titus
Andronicus, A Midsummer-Night's Dream, The Merry Wives
of Windsor, As You Like It, Troilus and Cressida, Timon of
Athens, each a single town, with open country environs.
Love’s Labour's Lost has the unity of a park, with perhaps
a manor-house as background at one end and tents at the
other; The Tempest complete pastoral unity after the open-
ing scene on shipboard. Hamlet would all be Elsinore, but
for onc distant open-country scene; Romeo and Fuliet all
Venice, but for one scene in Mantua. In another group of
plays the action is divided between two towns. It alternates
from Padua to near Verona in The Taming of the Shrew, from
Verona to Milan in The Two Gentlemen of Verona, from Venice
to Belmont in The Merchant of Venice; in Othello an act in
Venice is followed b‘y four in Cyprus. On the other hand, in

v Alchemist, n1. v. g8, ‘ He speakes through the key-hole, the other
knocking’. Hen. VIII,v. i, iii (continuous scene) also requires a council-
chamber door upon the stage, at which Cranmer is stopped after he has

entered through the stage door.
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a few comedies and in the histories and historical tragedies,
where Shakespeare’s sources leave him less discretion, he
shifts his scenes with a readiness outdone by no other play-
wright. The third act of Richard II requires no less than
four localities, three of which have a castle, perhaps the
same castle from the stage-manager’s point of view, in the
background. The second act of 1 Henry IV has as many.
King John and Henry V pass lightly between England and
France, All’s Well that Ends Well between France and
Italy,” The Winter's Tale between Sicily and Bohemia,
Cymbeline betwssin CBlritain, Italy, and Wales. Quite a late
play, Antony a eopatra, might almost be regarded as
.a _challenge to cIassiéfsﬁ.T""R'dfne,g Misenum, Atl_feng _Actium,
Syria, Egypt are the localities, with much further subdivision
in the Egyptian scenes. The second act has four changes of
locality, the third no less than eight, and it is noteworthy
that these changes are often for quite short bits of dialogue,
which no modern manager would regard as justifying a reset-
ting of the stage. Shakespeare must surely have been in
some danger, in this case, of outrunning the apprehension of
his auditory, and I doubt if even Professor Thorndike’s play
of curtains would have saved him.

It is to be observed also that, in Shakespeare’s plays as in
those of others, no excessive pains are taken to let the changes
of locality coincide with the divisions between the acts. If
the second and third acts of All’s Well that Ends Well are
at Paris, the fourth at Florence, and the fifth at Marseilles,
yet the shift from Roussillon to Paris is in the middle and not
at the end of the first act. The shift from Sicily to Bohemia
is in the middle of the third act of The Winter's Tale; the
Agincourt scenes begin in the middle of the third act of
Henry V. Indeed, although the poets regarded the acts as
units of literary structure, the act-divisions do not appear to
have been greatly stressed, at any rate on the stages of the
public houses, in the actual presentation of plays.! I do not
think that they were wholly disregarded, although the fact
that they are so often unnoted in the prints of plays based
on stage copies might point to that conclusion.? The act-
interval did not necessarily denote any substantial time-
interval in the action of the play, and perhaps the actors did
not invariably leave the stage. Thus the lovers in 4 Mid-
summer-Night's Dream sleep through the interval between
the third and fourth acts.? But some sort of break in the

! Daborne gave Tourneur ‘an act of y® Arreignment of London to

write ' (Henslowe Papers, 72). * Cf. ch. xxii.
¥ M. N.D. uL ii. 463 (F,), ‘ They sleep all the Act’; i.e.all the act-
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continuity of the performance is a natural inference from the
fact that the act-divisions are the favourite, although not the
only, points for the intervention of presenters, dumb-shows,
and choruses.! The act-intervals cannot have been long, at
any rate if the performance was to be completed in two
hours. There may sometimes have been music, which would
not have prevented the audience from stretching themselves
and talking.? Short intervals, rather than none at all, are,
I think, suggested by the well-known passage in the induction
of The Malcontent, as altered for performance at the Globe,
in which it is explained that passages have been added to
the play as originally written for Revels boys, ‘ to entertain
a little more time, and to abridge the not-received custom of
music in our theatre'.® Some information is perhaps to be
gleaned from the ‘ plots’ of plays prepared for the guidance
of the book-keeper or tire-man, of which examples are pre-
served at Dulwich.? These have lines drawn across them at
points which pretty clearly correspond to the beginnings of
scenes, although it can hardly be assumed that each new
scene meant a change of locality. The act-divisions can in
some, but not all, cases be inferred from the occurrence of
dumb-shows and choruses ; in one, The Dead Man’s Fortune,
they are definitely marked by lines of crosses, and against
each such line there is the marginal note ‘ musique’. Other
musical directions, ‘sound’, ‘sennet’, ‘ alarum’, ‘flourish’,
come sometimes at the beginning, sometimes in the middle
of scenes.

We do not get any encouragement to think that a change
of locality was regularly heralded by notes of music, even if
this may incidentally have been the case when a procession
or an army or a monarch was about to enter. Possibly the
lines on the plots may signify an even slighter pause than
that between the acts, such as the modern stage provides

interval (cf. p. 131). So in Catiline the storm with which Act 111 ends is
still on at the beginning of Act 1v, and in Alchemist Mammon and Lovewit
are seen approaching at the ends of Acts 1 and 1v respectively, but in
both cases the actual arrival is at the beginning of the next act.

' F. A. Foster, Dumb Show in Elizabethan Drama before 1620 (E. S.
xliv. 8).

* Jonson has a ‘' Chorus—of musicians * between the acts of Sejanus,
and the presenter of Two Lamentable Tragedies bids the audience * Delight
your eares with pleasing harmonie ’ after the harrowing end of Act .
Some other examples given in Lawrence, i. 75 (Music and Song 1n the
Elizabethan Drama), seem to me no more than incidental music such as
may occur at any point of a play. Malone (Var. iii. 111) describes a copy
of the Q, of R. J. in which the act endings and directions for inter-act
music had been marked in manuscript ; but this might be of late date.

* Malcontent, ind. 89. 4 Henslowe Papers, 127.
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with the added emphasis of a drop-curtain; but of this there
is no proof, and an allusion in Cattline to action as rapid

As is a veil put off, a visor changed,
Or the scene shifted, in our theatres,

is distinctly against it.! A mere clearance of the stage does
not necessarily entail a change of scene, although there are
one or two instances in which the exit of personages at one
door, followed by their return at another, seems to con-
stitute or accompany such a change.? And even if the fact
of a change could be signified in one or other of these ways,
the audience would still be in the dark as to what the new
locality was supposed to be. Can we then assume a con-
tinuance of the old practice of indicating localities by labels
over the doors? This would entail the shifting of the labels
themselves during the progress of the play, at any rate if
there were more localities than entrances, or if, as might
usually be expected, more entrances than one were required
to any locality. But there would be no difficulty about this,
and in fact we have an example of the shifting of a label by
a mechanical device in the introduction to Wily Beguiled.®
This was not a public theatre play, and the label concerned
was one giving the title of the play and not its locality, but
similar machinery could obviously have been applied. There
is not, however, much actual evidence for the use either of
title-labels or of locality-labels on the public stage. The
former are perhaps the more probable of the two, and the
practice of posting play-bills at the theatre door and in places

A Catiline, 1. i.

* Second Maidens Tragedy, 1719, * Exit ' the Tyrant, four lines from the
end of a court scene, and 1724 ¢ Enter the Tirant agen at a farder dore,
which opened, bringes hym to the Toombe ' (cf. p. 110, n. 8). So in
Woman Killed with Kindness (Queen’s), 1v. ii, iii (continuous scene),
Mrs. Frankford and her lover retire from a hall scene to sup in her chamber,
and the servants are bidden to lock the house doors. In 1v.iv Frankford
enters with a friend, and says (8) ‘ This is the key that opes my outward
gate; This the hall-door; this the withdrawing chamber; But this
. . . It leads to my polluted bed-chamber ’. Then (17) ‘ now to my gate *,
where they light a lanthorn, and (23) ‘ this is the last door ’, and in 1v. v
Frankford emerges as from the bedchamber. Probably sc. iv is supposed
to begin before the house. They go behind at (17), emerge through another
door, and the scene is then in the hall, whence Frankford passes at (23)
through the central aperture behind again.

3 Wily Beguiled, prol. The Prologus asks a player the name of the
play, and is told ‘ Sir you may look vpon the Title'. He complains that
1t is * Spectrum once again’. Then a Juggler enters, will show him a trick,
and says ‘ With a cast of cleane conveyance, come aloft Jack for thy
masters advantage (hees gone I warrant ye) ' and there is the s.d. ‘ Spectrum
is conveied away : and Wily beguiled, stands in the place of it *, .
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of public resort would not render them altogether superfluous.?
In favour of locality-labels it is possible to quote Dekker’s
advice to those entering Paul’s, and also the praise given to
Jonson by Jasper Mayne in Fonsonus Virbius:

Thy stage was still a stage, two entrances
Were not two parts o’ the world, disjoined by seas.?

These, however, are rather vague and inconclusive allusions
on which to base a whole stage practice, and there is not
much to be added to them from the texts and stage-directions
of the plays themselves. Signs are of course used to dis-
tinguish particular taverns and shops, just as they would be
in real life.3 Occasionally, moreover, a locality is named in
a stage-direction in a way that recalls Common Conditions,
but this may also be explained as no more than a descriptive
touch such as is not uncommon in stage-directions written
by authors.# It is rather against the theory of labels that
care is often taken, when a locality is changed, to let the
personages themselves declare their whereabouts. A careful
reader of such rapidly shifting plays as Edward I, Fames IV,
The Battle of Alcazar, or King Leir will generally be able to
orientate himself with the aid of the opening passages of
dialogue in each new scene, and conceivably a very attentive
spectator might do the same. Once the personages have got
themselves grouped in the mind in relation to their localities,
the recurrence of this or that group would help. It would
require a rather careful examination of texts to enable one
to judge how far this method of localization by dialogue

! Most of the examples in Lawrence, i. 43 (Title and Locality Boards on
the Pre-Restovation Stage) belong to Court or to private theatres ; on the
latter cf. p. 154, infra. But the prologue to 1 Sir John Oldcastle begins
‘ The doubtful Title (Gentlemen) prefixt Upon the Argument we have
in hand May breede suspence ’. The lost Frankfort engraving of English
comedians (cf. vol. ii, p. 520) is said to have shown boards.

* Cunningham, Jonson, iii. 509 ; Dekker, G. H. B. (ed. McKerrow), 40,

And first observe your doors of entrance, and your exit; not much
unlike the players at the theatres ; keeping your decorums, even in fantasti-
cality. As for example : if you prove to be a northern gentleman, I would
wish you to pass through the north door, more often especially than any
of the other; and so, according to your countries, take note of your
entrances ’.

3 r Contention, sc. xxii, ‘ Richard kils him under the signe of the Castle
in St. Albones ’'; Comedy of Eryors (the Phoenix, the Porpentine), Shoe-
maker's Holiday (the Last), Edw. IV (the Pelican), E. M. O. (the Mitre),
Miseries of Enforced Marriage (the Mitre, the Wolf) ; Bartholomew Fair
(the Pig’s Head) ; &c.

¢ Wounds of Civil War, 111. iv, ‘ Enter Marius solus from the Numidian
mountaines, feeding on rootes ' ; 3 Hen. VI, 1v. ii, * Enter Warwick and
Oxford in England ’, &c.; cf. ch, xxii.
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continues throughout our period. I have been mainly struck
by it in early plays. The presenters may also give assistance,
either by declaring the general scene in a prologue, or by
intervening to call attention to particular shifts.? Thus in
Dr. Faustus the original scene in Wittenberg is indicated by
the chorus, a shift to Rome by speeches of Wagner and
Faustus, a shift to the imperial court by the chorus, and the
return to Wittenberg by a speech of Faustus.2 Jonson
makes a deliberate experiment with this method in Every
Man Out of his Humour, which it is worth while following in
detail. It is the Grex of presenters, Mitis and Cordatus, who
serve as guides. The first act is in open country without
background, and it is left to the rustic Sogliardo to describe
it (543) as his lordship. A visit to Puntarvolo’s is arranged,
and at the beginning of the second act Cordatus says, ‘ The
Scene is the countrey still, remember ’ (946). Presently the
stage is cleared, with the hint, ‘ Here he comes, and with
him Signior Deliro a merchant, at whose house hee is come to
soiourne : Make your owne obseruation now ; only transferre
your thoughts to the Cittie with the Scene; where, suppose
they speake’ (1499). The next scene then is at Deliro’s.
Then, for the first scene of the third act, ‘ We must desire
you to presuppose the Stage, the middle Isle in Paules;
and that, the West end of it’ (1918). The second scene of
this act is in the open country again, with a ‘crosse’ on
which Sordido hangs himself ; we are left to infer it from the
reappearance of the rustic characters. It is closed with ‘ Let
your minde keepe companie with the Scene stil, which now
remoues it selfe from the Countrie to the Court’ (2555).
After a scene at Court, ‘ You vnderstand where the scene is?’
(2709), and presumably the entry of personages already
familiar brings us back for the first scene-of Act 1v to Deliro’s.
A visit to ‘ the Notaries by the Exchange’ is planned, and
for the second and third scenes the only note is of the entry
of Puntarvolo and the Scrivener; probably a scrivener's
shop was discovered. Act v is introduced by ‘ Let your
imagination be swifter than a paire of oares, and by this,
suppose Puntarvolo, Briske, Fungoso, and the Dog, arriu’'d
at the court gate, and going vp to the great chamber ' (3532).
The action of the next scene begins in the great chamber
and then shifts to the court gate again. Evidently the two
localities were in some way staged together, and a guide is not

' Warning for Fair Women, ind. 86, ‘ My scene is London, native and
your own ' ; Alchemist, prol. s, ‘ Our scene is London’; cf. the Gower
speeches in Pericles.

¢ Dr. Faustus, 13, 799, 918, 1111.
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called upon to enlighten us. There are yet two more scenes,
according to the Grex. One opens with ‘ Conceiue him but to
be enter’d the Mitre’ (3841), and as action shifts from the
Mitre to Deliro’s and back again without further note, these
two houses were probably shown together. The final scene
is introduced by ‘O, this is to be imagin'd the Counter
belike ' (4285). So elaborate a directory would surely render
any use of labels superfluous for this particular play; but,
so far as we know, the experiment was not repeated.!

When Cordatus points to ‘ that ’, and calls it the west end of
Paul’s, are we to suppose that the imagination of the audience
was helped out by the display of any pictorial background ?
It is not impossible. The central aperture, disclosed by the
parting curtains, could easily hold, in place of a discovered
alcove or a quasi-solid monument or rock, any kind of painted
cloth which might give colour to the scene. A woodland
cloth or a battlement cloth could serve for play after play,
and for a special occasion something more distinctive could
be attempted without undue expense. Such a back-cloth,
perhaps for use in Dr. Faustus, may have been °‘the sittie
of Rome’ which we find in Henslowe's inventory of 1598.2
And something of this kind seems to be required in 2 If You
Know not Me, You Know Nobody, where the scene is before
Sir Thomas Gresham’s newly completed Burse, and the per-
sonages say ‘' How do you like this building ?’ and ‘ We are
gazing here on M. Greshams work .3 Possibly Elizabethan
imaginations were more vivid than a tradition of scene-
painters allows ours to be, but that does not mean that an
Elizabethan audience did not like to have its eyes tickled
upon occasion. And if as a rule the stage-managers relied
mainly upon garments and properties to minister to this
instinct, there is no particular reason why they should not
also have had recourse to so simple a device as a back-cloth.
This conjecture is hardly excluded by the very general terms
in which post-Restoration writers deny ‘scenes’ and all
decorations other than ‘hangings’ to the earlier stage.t
By ‘scenes’ they no doubt mean the complete settings with

1 I cite Greg's Q,, but Q, agrees. Jonson’s own scene-division is of
course determined by the introduction of new speakers (cf. p.200) and does
not precisely follow the textual indications.

* Henslowe Papers, 116.

8 2 If You Know Not Me (ed. Pearson), p. 295.

¢ Cf. App. I, and Neuendorff, 149, who quotes J. Corey, Gemerous
Enemies (1672), prol.:

Coarse hangings then, instead of scenes, were worn,
And Kidderminster did the stage adorn.
Graves, 78, suggests pictorial ‘painted cloths’ for backgrounds.

2229°3 K
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shuttered ‘ wings ' as well as back-cloths which Inigo Jones
had devised for the masks and the stage had adopted. Even
these were not absolutely unknown in pre-Restoration plays,
and neither this fact nor the incidental use of special cloths
over the central aperture would make it untrue that the
normal background of an Elizabethan or Jacobean play was
an arras.!

The discussions of the last chapter and a half have envisaged
the plays presented, exclusively in open theatres until the
King's took over the Blackfriars, by professional companies
of men. I must deal in conclusion, perhaps more briefly than
the interest of the problem would itself justify, with those of
the revived boy companies which for a time carried on such
an active rivalry with the men, at Paul's from 1599 to 1606
and at the Blackfriars from 1600 to 1609. It is, I think,
a principal defect of many investigations into Jacobean stag-
ing, that the identity of the devices employed in the so-called
‘ public ’ and * private ' houses has been too hastily assumed,
and a uniform hypothesis built up upon material taken
indifferently from both sources, without regard to the logical
possibility of the considerable divergences to which varying
conditions of structure and of tradition may have given rise.
This is a kind of syncretism to which an inadequate respect
for the historic method naturally tends. It is no doubt true
that the ‘standardization ’ of type, which I have accepted as
likely to result from the frequent migration of companies and
plays from one public house to another, may in a less degree
have affected the private houses also. James Burbadge
originally built the Blackfriars for public performances, and
we know that Satiromastix was produced both at the Globe
and at Paul’s in 1601, and that in 1604 the Revels boys and
the King’'s men were able to effect mutual piracies of Feronimo
and The Malcontent. Nor is there anything in the general
character of the two groups of ‘ public * and ‘ private ’ plays,
as they have come down to us, which is in any obvious way
inconsistent with some measure of standardization. It is
apparent, indeed, that the act-interval was of far more
importance at both Paul’s and the Blackiriars than elsewhere.
But this is largely a matter of degree. The inter-acts of music
and song and dance were more universal and longer.2 But

1 “ Scenes ’ were used in the public performances of Nabbes’s Microcosmus
(1637), Suckhing’s Aglaura (1637), and Habington’s Queen of Arragon
(r640) ; cf. Lawrence, ii. 121 (The Origin of the Enghsh Picture-Stage) ;
W. G. Keith, The Designs for the First Movable Scenery on the English
Stage (Burlington Magazine, xxv. 29, 85).

* For Paul's, C. and C. Errant (after each act), Here they knockt
up the Consort *; Faery Pastorall ; Trick to Catch the Old One (after 1 and
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the relation of the acts to each other was not essentially
different. The break in the representation may still corre-
spond to practically no interval at all in the time-distribution
of the play; and there are examples in which the action
continues to be carried on by the personages in dumb-show,
while the music is still sounding.” In any case this particular
distinction, while it might well modify the methods of the
dramatist, need only effect the economy of the tire-house
in so far as it would give more time for the preparation of

1), ‘music ' ; What You Will, 11. ii. 2335 * So ends our chat ;—sound music
for the act ' ; for Blackfriars, Gentleman Usher, 111. i. 1, ‘ after the song’ ;
Sophonisba (after 1), ‘ the cornets and organs playing loud full music for
the act’, (1) ‘ Organ mixt with recorders, for this act’, (1) ‘ Organs,
viols and voices play for this act’, (1v) ‘ A base lute and a treble violl
play for the act’, with which should be read the note at the end of Q,,
‘ let me intreat my reader not to taxe me for the fashion of the entrances
and musique of this tragedy, for know 1t is printed only as it was presented
by youths and after the fashion of the private stage’; K. B. P. (after 1),
‘ Boy danceth. Musicke. Finis Actus primi’, (1) ‘ Musicke. Finis
Actus secundi ’, (111) ‘ Finis Actus tertii. Musicke. Actus quartus, scoena
prima. Boy daunceth’, (1v) Ralph’s May Day speech ; cf. infra and vol. i1,
P- 557. Ido not find any similar recognition of the scene as a structural
element in the play to be introduced by music ; 1n 1 Antonio and Mellida,
1. ii. 120, the s.d. ‘ and so the Scene begins ’ only introduces a new scene
in the sense of a regrouping of speakers (cf p. 200).

! For Paul’s, Histriomastix, 111. i. 1, ' Enter Pride, Vaine-Glory, Hypo-
crisie, and Contempt: Pride casts a mist, wherein Mavortius and his
company [who ended 11] vanish off the Stage, and Pride and her attendants
remaine ', (after 1) ‘ They all awake, and begin the following Acte’,
(after v) ‘ Allarmes in severall places, that brake him off thus: after
a retreat sounded, the Musicke playes and Poverty enters '; 2 Antlonio
and Mellida, 111. i. 1, * A dumb show. The cornets sounding for the Act’,
(after 1v) * The cornets sound for the act. The dumb show '; What You
Will, m1. i. 1, ‘ Enter Francisco . . . They clothe Francisco whilst Bidet
creeps in and observes them. Much of this done whilst the Act is playing ’ ;
Phoenix (after 11), * Towards the close of the musick the justices three men
prepare for a robberie’; for Blackfriars, Malcontent, 11. i. 1, ‘' Enter
Mendoza with a sconce, to observe Ferneze's entrance, who, whilst the
act is playing, enters unbraced, two Pages before him with lights ; is met
by Maquerelle and conveyed in; the Pages are sent away’; Fawn,
v.i. 1, * Whilst the Act is a playing, Hercules and Tiberio enters ; Tiberio
climbs the tree, and is received above by Dulcimel, Philocalia, and a Priest ;
Hercules stays beneath’. The phrase ‘ whilst the act is playing’ is
a natural development from ‘ for the act’, i. e. ‘ in preparation for the act’,
used also for the elaborate music which at private houses replaced the
three preliminary trumpet ‘ soundings ' of the public houses; cf. What
You Will, ind. 1 (s.d.), ‘ Before the music sounds for the Act ’, and r Antonio
and Mellida, ind. 1, ‘ The music will sound straight for entrance’. But it
leads to a vagueness of thought in which the interval itself is regarded
as the ‘act ’; cf. the M. N. D. s.d. of F,, quoted p. 124, n. 3, with Middle-
ton, The Changeling (1653), 11. i. 1, ‘ In the act-time De Flores hides
a naked rapier behind a door ’, and Cotgrave, Dict. (1611), * Acte . . . also,
an Act, or Pause in a Comedie, or Tragedie *.



132 THE PLAY-HOUSES

an altered setting at the beginning of an act. When The
Malcontent was taken over at the Globe, the text had to be
lengthened that the music might be abridged, but there is
no indication of any further alteration, due to a difficulty in
adapting the original situations to the peculiarities of the
Globe stage. The types of incident, again, which are familiar
in public plays, reappear in the private ones; in different
proportions, no doubt, since the literary interest of the
dramatists and their audiences tends rather in the directions,
on the one hand of definite pastoral, and on the other of
courtly crime and urban humour, than in that of chronicle
history. And there is a marked general analogy in the stage-
directions. Here also those who leave the stage go ‘in’, and
music and voices can be heard ‘within’. There are the
same formulae for the use of several doors, of which one is
definitely a ‘ middle ’ door.! Spirits and so forth can ‘ ascend ’
from under the stage by the convenient traps.2 Possibly they
can also ‘ descend’ from the heavens.® The normal backing

1 For Paul’s, Histriomastiz, i. 163, ‘ Enter Fourcher, Voucher, Velure,
Lyon-Rash . .. two and two at severall doores ’ ; v. 103, Enter . .. on one
side . . . on the other ’; v. 192, ‘ Enter . . . at one end of the stage : at the

other end enter . . .’; vi. 41, ‘ Enter Mavortius and Philarchus at severall
doores’; vi. 241, Enter. .. at the one doore. Attheother...'; 1 Antonio
and Mellida, iv. 220 (marsh scene), ‘ Enter . . . at one door ; ... at another
door ’; 2 Antonio and Mellida, v. 1, ‘ Enter at one door . . . at the other

door’; Maid's Metamorphosis, 11.i. 1 (wood scene), ‘ Enter atonedoor. .. at
the other doore, ...inthe midst’; 1. ii. 1 (wood scene), ‘ Enter...at three
severall doores ’; Faery Pastoral, 1. vi, ‘ Mercury entering by the midde
doore wafted them back by the doore they came in’; 1v. viii, ‘ They enterd
at severall doores, Learchus at the midde doore ’; Puritan, 1. iv. 1 (prison
scene), ‘ Enter . .. at onedore, and . . . at the other ’, &c. ; for Blackfriars,
Sir G. Goosecap, 1v. ii. 140, ‘ Enter Jack and Will on the other side’;
Malcontent, v.ii. 1, * Enter from opposite sides ’; E. Ho/, 1.i. 1, * Enter . ..

at severall dores . . . At the middle dore, cnter . . . ; Sophonisba, prol.,
‘ Enter at one door . . . at the other door ' ; May Day, 11. i. 1, ‘ Enter. ..
several ways'; Your Five Gallants, 1. ii. 27, ‘ Enter . . . at the farther
door ’, &c.

8 For Paul's, 2 Antonio and Mellida, 1v. ii. 87, ‘ They strike the stage
with their daggers, and the grave openeth ' ; v.i. 1, ‘ Balurdo from under
the Stage’; Aphrodysial (quoted Reynolds, i. 26), * A Trap door in the
middle of the stage ' ; Bussy d’Ambois, 11. ii. 177, * The Vault opens’ . . .
‘ ascendit Frier and D’Ambois ' . . . * Descendit Fryar ’ (cf. 11, i; 1v. ii;
v. i, iii, iv); for Blackfriars, Poefaster (F,) prol. 1, ‘Envie. Arising in the
midst of the stage’; Case is Altered, 111. ii, ‘ Digs a hole in the ground ’;
Sophonisba, 111. i. 201, * She descends after Sophonisba . .. (207) * Descends
through the vault’; v. i. 41, ‘ Out of the altar the ghost of Asdrubal
ariseth ’.

* Widow's Tears (Blackfriars), m1. ii. 82, ‘ Hymen descends, and six
Sylvans enter beneath, with torches ' ; this is in a mask, and Cupid may
have descended from a pageant. When a ‘ state’ or throne is used (e.g.
Satiromastixz, 2309, ‘' Soft musicke, Chaire is set under a Canopie '), there
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of the stage, even in out-of-door scenes, is an arras or hanging,
through which at Paul’s spectators can watch a play.! At
the Blackfriars, while the arras, even more clearly than in
the public theatres, is of a decorative rather than a realistic
kind, it can also be helped out by something in the nature
of perspective.2 There is action ‘ above ’, and interior action,
some of which is recessed or ‘ discovered ’. It must be added,
however, that these formulae, taken by themselves, do not
go very far towards determining the real character of the
staging. They make their first appearance, for the most
part, with the interludes in which the Court influence is
paramount, and are handed down as a tradition to the public
and the private plays alike. They would hardly have been
sufficient, without the Swan drawing and other collateral
evidence, to disclose even such a general conception of the
various uses and interplay, at the Globe and elsewhere, of
main stage, alcove, and gallery, as we believe ourselves to
have succeeded in adumbrating. And it is quite possible that
at Paul's and the Blackfriars they may not—at any rate it
must not be taken for granted without inquiry that they do—
mean just the same things. Thus, to take the doors alone,
we infer with the help of the Swan drawing, that in the public

is no indication that it descends. In Satiromasirx, 2147, we get * O thou
standst well, thou lean’st against a poast ’, but this is obviously inadequate
evidence for a heavens supported by posts at Paul'’s.

1 C. and C. Errant, v. ix, * He tooke the Bolle from behind the Arras’;
Faery Pastoral, v. iv (wood scene), ‘ He tooke from behind the Arras
a Peck of goodly Acornes pilld ’; What You Whill, ind. 97, ‘ Let 's place
ourselves within the curtains, for good faith the stage 1s so very hittle, we
shall wrong the general eye else very much’; Northward Ho!, 1v. i, ‘ Lie
you in ambush, behind the hangings, and perhaps you shall hear the piece
of a comedy’. In C. and C. Errant, v. viii. 1, the two actors left on the
stage at the end of v. vii were joined by a troop from the inn, and yet
others coming * easily after them and stealingly, so as the whole Scene
was insensibly and suddenly brought about in Catastrophe of the Comoedy.
And the whole face of the Scene suddenly altered ’. I think that Percy
is only trying to describe the change from a nearly empty to a crowded
stage, not a piece of scene-shifting.

* Cynthia’s Revels (Q), ind. 149, ‘ Slid the Boy takes me for a peice of
Prospective (I holde my life) or some silke Curtine, come to hang the Stage
here: Sir Cracke I am none of your fresh Pictures, that use to beautifie
the decay’d dead Arras, in a publique Theater ' ; K. B. P. 11. 580, ‘ Wife.
What story is that painted upon the cloth ? the confutation of Saint
Paul ? Cutizen. No lambe, that Ralph and Lucrece’. In Law Tricks,
ur. i, Emilia bids Lurdo ‘ Behind the Arras; scape behind the Arras’.
Polymetes enters, praises the ‘ verie faire hangings ' representing Venus
and Adonis, makes a pass at Vulcan, and notices how the arras trembles
and groans. Then comes the s.d. (which has got in error into Bullen’s
text, p. 42) ‘ Discouer Lurdo behind the Arras’, and Emilia carries it off
by pretending that it is only Lurdo’s picture.
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theatres the three main entrances were in the scenic wall
and on the same or nearly the same plane. But the Blackfriars
was a rectangular room. We do not know that any free space
was left between its walls and the sides of the stage. And it
is quite conceivable that there may have been side-doors in
the planes of these walls, and at right angles to the middle
door. Whether this was so or not, and if so how far forward
the side-doors stood, there is certainly nothing in the formulae
of the stage-directions to tell us. Perhaps the most notice-
able differentiation, which emerges from a comparative survey
of private and public plays, is that in the main the writers
of the former, unlike those of the latter, appear to be guided
by the principle of unity of place; at any rate to the extent
that their domus are generally located in the same town,
although they may be brought for purposes of representation
into closer contiguity than the actual topography of that
town would suggest. There are exceptions, and the scenes
in a town are occasionally broken by one or two, requiring at
the most an open-country background, in the environs. The
exact measure in which the principle is followed will become
sufficiently evident in the sequel. My immediate point is
that it was precisely the absence of unity of place which
drove the public stage back upon its common form back-
ground of a curtained alcove below and a curtained gallery
above, supplemented by the side-doors and later the windows
above them, and convertible to the needs of various localities
in the course of a single play.

Let us now proceed to the analysis, first of the Paul’s
plays and then of the Chapel and Revels plays at the Black-
friars; separately, for the same caution, which forbids
a hasty syncretism of the conditions of public and private
houses, also warns us that divergences may conceivably have
existed between those of the two private houses themselves.
But here too we are faced with the fact that individual plays
were sometimes transferred from one to the other, The Fawn
from Blackfriars to Paul’s, and The Trick to Catch the Old One
in its turn from Paul’s to Blackfriars.1

Seventeen plays, including the two just named and Satiro-
mastix, which was shared with the Globe, are assigned to
Paul’'s by contemporary title-pages.2 To these may be

! I think it is possible that Sophonisba, with its ‘ canopy ’ (cf. p. 149)
was also originally written for Paul’s.

* 1, 2 Antonio and Mellida, Maid’s Metamorphosis, Wisdom of Dy. Dodi-
poll, Jack Drum’s Entertainment, Sativomastsz, Blurt Mastey Constable,
Bussy D’ Ambois, Westward Ho !, Northwayd Ho!, Fawn, Michaelmas Term,

Phoenix, Mad World, my Masters, Trick to Catch the Old One, Purilan,
Woman Hater.
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added, with various degrees of plausibility, Histriomastix,
What You Will, and Wily Beguiled. For Paul’s were also
certainly planned, although we cannot be sure whether, or
if so when, they were actually produced, the curious series
of plays left in manuscript by William Percy, of which
unfortunately only two have ever been published. As the
company only endured for six or seven years after its revival,
it seems probable that a very fair proportion of its repertory
has reached us. Fack Drum's Entertainment speaks of the
‘ mustie fopperies of antiquitie’ with which the company
began its career, and one of these is no doubt to be found
in Histriomastiz, evidently an old play, possibly of academic
origin, and recently brought up to date.! The staging of
Histriomastix would have caused no difficulty to the Revels
officers, if it had been put into their hands as a Paul’s play
of the ’eighties. The plot illustrates the cyclical progression
of Peace, Plenty, Pride, Envy, War, Poverty, each of whom
in turn occupies a throne, finally resigned to Peace, for whom
in an alternative ending for Court performance is substituted
Astraea, who is Elizabeth.2 This arrangement recalls that of
The Woman in the Moon, but the throne seems to have its
position on the main stage rather than above. Apart from
the abstractions, the whole of the action may be supposed to
take place in a single provincial town, largely in an open
street, sometimes in the hall of a lord called Mavortius, on
occasion in or before smaller domus representing the studies
of Chrisoganus, a scholar, and Fourcher, a lawyer, the shop of
Velure, a merchant, a market-cross, which is discovered by
a curtain, perhaps a tavern.® Certainly in the 'eighties these
would have been disposed together around the stage, like
the domus of Campaspe about the market-place at Athens.

t Jack Drum’s Ent. v. 112.

* Histriomastiz, 1. 6, ‘now sit wee high (tryumphant in our sway)’;
ii. 1, ‘ Enter Plenty upon a Throne ’; iii. 11, ‘ If you will sit in throne
of State with Pride’; v. 1, ‘ Rulc, fier-eied Warre' ... Envy ... Hath
now resigned her spightfull throne to us’; vi. 7, ‘I [Poverty] scorne
a scoffing foole about my Throne '; wvi. 271 (s.d.), ‘ Astraea’ [in margin,
‘ Q. Eliza '] ‘ mounts unto the throne’; vi. 296 (original ending), ‘ In
the end of the play. Plenty Pride Envy Warre and Poverty To enter and
resigne their severall Scepters to Peace, sitting in Maiestie "

3 Histriomastix, i. 163, * Enter . . . Chnisoganus in his study ' . . . (181)
‘ So all goe to Chrisoganus study, where they find him reading’; u. 70,
‘ Enter Contrimen, to them, Clarke of the Market: hee wrings a bell,
and drawes a curtaine ; whereunder is a market set about a Crosse ' . . .
(80) ‘' Enter Gulch, Belch, Clowt and Gut. One of them steppes on the
Crosse, and cryes, A Play ’. .. (105) ' Enter Vintner with a quart of Wine *;
v. 192, * Enter Lyon-rash to Fourchier sitting in his study at one end of the
stage : At the other end enter Vourcher to Velure in his shop ’.
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And I believe that this is in fact how Histriomastix was staged,
more particularly as at one point (v. 259) the action appears
to pass directly from the street to the hall without a clear-
ance. Similarly The Maid’s Metamorphosis is on strictly
Lylyan lines. It is fout en pastoralle, in a wood, about
whose paths the characters stray, while in various regions of
it are located the cave of Somnus (11 i. 148), the cottage of
Eurymine (1v. ii. 4), and a palace where ‘ Phoebus appeares ’
(v. 1i. 25), possibly above. Wily Beguiled needs a stage of
which part is a wood, and part a village hard by, with some
suggestion of the doors of the houses of Gripe, Ploddall,
Churms; and Mother Midnight. Somewhat less concentration
is to be found in The Wisdom of Dr. Dodipoll. Here too, a
space of open country, a green hill with a cave, the harbourage
and a bank, is neighboured by the Court of Alphonso and the
houses of Cassimere and of Flores, of which the last named
is adapted for interior action.! All this is in Saxony, but there
is also a single short scene (1. iii) of thirty-two lines, not neces-
sarily requiring a background, in Brunswick. The plays of
William Percy are still, it must be admitted, rather obscure,
and one has an uneasy feeling that the manuscript may not
yet have yielded up all its indications as to date and pro-
venance. But on the assumption that the conditions con-
templated are those of Paul’s in 1599-1606, we learn some
curious details of structure, and are face to face with a
technique which is still closely reminiscent of the 'eighties.
Percy, alone of the dramatists, prefixes to his books, for the
guidance of the producer, a note of the equipment required
to set them forth. Thus for Cuckqueans and Cuckolds Errant
he writes :
¢ The Properties.

¢ Harwich, In Midde of the Stage Colchester with Image of Tarlton,
Signe and Ghirlond under him also. The Raungers Lodge, Maldon,
A Ladder of Roapes trussed up neare Harwich. Highest and Aloft the
Title The Cuck-Queanes and Cuckolds Errants. A Long Fourme.’

The house at Colchester is the Tarlton Inn, and here the
ghost of Tarlton prologizes, ‘standing at entrance of the doore
and right under the Beame'. That at Harwich is the
house of Floredin, and the ladder leads to the window of his
wife Arvania. Thus we have the concurrent representation
of three localities, in three distinct towns of Essex. To each

! Dr. Dodipoll, 1. i. 1, * A Curtaine drawne, Earl Lassingbergh is dis-
covered (like a Painter) painting Lucilia, who sits working on a piece of
cushion worke’. In 11 ii a character is spoken of after his * Exit’ as
‘ going down the staires ’, which suggests action ‘above’. But other
indications place the scene before Cassimere’s house.
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is assigned one of three doors and, as in Common Conditions
of old, entry by a particular door signifies that a scene is to
take place at the locality to which it belongs.! One is at
liberty to conjecture that the doors were nominated by labels,
but Percy does not precisely say so, although he certainly
provides for a title label.  Journeys from one locality to
another are foreshortened into a crossing of the stage.? For
The Aphrodysial there were at least two houses, the palace
of Oceanus ‘in the middle and alofte’, and Proteus Hall,
where interior action takes place.® For The Faery Pastoral
there is an elaborate note:

‘ The Properties

¢ Highest, aloft, and on the Top of the Musick Tree the Title The
Faery Pastorall, Beneath him pind on Post of the Tree The Scene
Elvida Forrest. Lowest of all over the Canopie NAITAITBOAAION or
Faery Chappell. A kiln of Brick. A Fowen Cott. A Hollowe Oake
with vice of wood to shutt to. A Lowe well with Roape and Pullye.
A Fourme of Turves. A greene Bank being Pillowe to the Hed but.
Lastly A Hole to creepe in and out.’

Having written so far, Percy is smitten with a doubt. The
stage of Paul's was a small one, and spectators sat on it. If
he clutters it up like this with properties, will there be room
to act at all? He has a happy thought and continues :

‘ Now if so be that the Properties of any These, that be outward, will
not serve the turne by reason of concourse of the People on the Stage,
Then you may omitt the sayd Properties which be outward and supplye
their Places with their Nuncupations onely in Text Letters. Thus for
some.’

Whether the master of Paul's was prepared to avail himself
of this ingenious device, I do not know. There is no other
reference to it, and I do not think it would be safe to assume
that it was in ordinary use upon either the public or the
private stage. There is no change of locality in The Faery
Pastoral, which is tout en pastoralle, but besides the title
label, there was a general scenic label and a special one for

' C. and C. Errant, 1. i, ‘ They entered from Maldon’; 1. iv, ‘ They
entered from Harwich all .

* C. and C. Errant, 1. ii, * They met from Maldon and from Harwich ’,
for a scene in Colchester; . i, ‘ They crossd : Denham to Harwich,
Lacy to Maldon ’.

! Reynolds (M. P. xii. 248) gives the note as ‘ In the middle and alofte
Oceanus Pallace The Scene being. Next Proteus-Hall’. This seems
barely grammatical and I am not sure that 1t is complete. Alimtation of
Paul’s is suggested by the s.d. (ibid. 258) ‘ Chambers (noise supposd for
Powles) For actors ', but apparently ‘ a showre of Rose-water and confits *
was feasible.
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the fairy chapel. This, which had seats on ‘ degrees’ (v. 5),
occupied the ‘ Canopie, Fane or Trophey’, which I take to
have been a discovered interior under the ‘ Beame’ named
in the other play, corresponding to the alcove of the public
theatres. The other properties were smaller ‘ practicables’
standing free on the stage, which is presumably what Percy
means by ‘outward’. The arrangement must have closely
resembled that of The Old Wive's Tale. The ‘Fowen Cott’
is later described as ‘tapistred with cats and fowéns'—a
gamekeeper’s larder. Some kind of action from above was
possible ; it may have been only from a tree.l

The plays so far considered seem to point to the use at
Paul's of continuous settings, even when various localities
had to be shown, rather than the successive settings, with
the help of common form domus, which prevailed at the
contemporary Globe and Fortune. Perhaps there is rather
an archaistic note about them. Let us turn to the plays
written for Paul’s by more up-to-date dramatists, by Marston,
Dekker and Webster, Chapman, Middleton, and Beaumont.
Marston’s hand, already discernible in the revision of Histrio-
mastix, appears to be dominant in Fack Drum’s Entertainment,
although neither play was reclaimed for him in the collected
edition of 1633. Unity of locality is not observed in Fack
Drum. By far the greater part of the action takes place on
Highgate Green, before the house of Sir Edward Fortune, with
practicable windows above.2 But there are two scenes
(1. 282—428; 1v. 207-56) in London, before a tavern (1. 345),
which may be supposed to be also the house where Mistress
Brabant lies ‘ private’ in an ‘inner chamber’ (1v. 83, 211).
And there are three (11. 170-246 ; 111. 220413 ; V) in an open
spot, on the way to Highgate (11. 228) and near a house,
whence a character emerges (111. 249, 310). It is described as
‘ the crosse stile ’ (1v. 338), and is evidently quite near For-
tune’s house, and still on the green (v. 96, 228). This suggests
to me a staging closely analogous to that of Cuckqueans and
Cuckolds, with Highgate at one end of the stage, London at
the other, and the cross stile between them. It is true that
there is no very certain evidence of direct transference of
action from one spot to another, but the use of two doors at
the beginning of the first London scene is consistent, on my
theory, with the fact that one entrant comes from Highgate,
whither also he goes at the end of the scene, and the similar
use at the beginning of the second cross-stile scene is con-

' Faery Pastoral, p. 162, * A Scrolle fell into her lap from above '.

* Jack Drum, 11. 27, ' The Casement opens, and Katherine appeares’;
270, ‘ Winifride lookes from aboue ’; 286, ‘ Camelia, from her window ’.
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sistent with the fact that the two entrants are wildly seeking
the same lady, and one may well have been in London and
the other at Highgate. She herself enters from the neigh-
bouring house; that is to say, a third, central, door. With
Marston’s acknowledged plays, we reach an order of drama
in which interior action of the ‘hall’ type is conspicuous.}
There are four plays, each limited to a single Italian city,
Venice or Urbino. The main action of 1 Antonio and Mellida
is in the hall of the doge’s palace, chiefly on * the lower stage ’,
although ladies discourse ‘ above’, and a chamber can be
pointed to from the hall.2 One short scene (v. 1~94), although
near the Court. is possibly in the lodging of a courtier, but
probably in the open street. And two (11 i; 1v) are in
open country, representing ‘ the Venice marsh ', requiring no
background, but approachable by more than one door.3
The setting of 2 Amntonio and Mellida is a little more com-
plicated. There is no open-country scene. The hall recurs
and is still the chief place of action. It can be entered by
more than one door (v. 17, &c.) and has a ‘vault’ (11. 44) with
a ‘grate’ (1. ii. 127), whence a speaker is heard ‘ under the
stage’ (v. 1). The scenes within it include several episodes
discovered by curtains. One is at the window of Mellida’s
chamber above.* Another, in Maria’s chamber, where the
discovery is only of a bed, might be either above or below.®
A third involves the appearance of a ghost ‘ betwixt the
musichouses ’, probably above.® Concurrently, a fourth

1 T give s.ds. with slight corrections from Bullen, who substantially
follows 1633. But he has re-divided his scenes; 1633 has acts only for
I Antonio and Mellida (in spite of s.d. ‘and so the scene begins ' with
a new speaker at III. ii. 120) ; acts and scenes, by speakers, for 2 Antonio
and Mellida ; and acts and scenes or acts and first scenes only, not by
speakers and very imperfectly, for the rest.

' r Ant. and Mell. 1. 100, ‘Enter above . . . Enter below’ . . . (117)
‘ they two stand . . . whilst the scene passeth above’ ... (140) ' Exeunt
all on the lower stage ’ ... (148) ‘ Rossaline. Prithee, go down'’ ... (160)

‘ Enter Mellida, Rossaline, and Flavia ’; 111. ii. 190 * Enter Antonio and
Mellida’ . . . (193) ‘ Mellida. A number mount my stairs; I'll straight
return. Exit’ . . . (222) ‘Feliche. Slink to my chamber; look you,
that is it .

3 1v. 220, ‘ Enter Piero (&c.) . . . Balurdo and his Page, at another door ".

¢ 2 Ant. and Mell. 1. ii. 194, ‘' Antonro. See, look, the curtain stirs’
. +. (s.d) ‘ The curtains drawn, and the body of Feliche, stabb’d thick
with wounds, appears hung up ’ and ‘ Anfonto. What wvillain bloods the
window of my love ?’

® 1. ii. 1, * Enter . . . Maria, her hair loose’ ... (59) ‘' Maria. Pages,
leave the room ' . . . (65) ‘ Maria draweth the curtain : and the ghost of
Andrugio is displayed, sitting on the bed’ . . . (95) ‘ Exit Maria to her
bed, Andrugio drawing the curtains ’.

¢ v. ii. 50, ' While the measure is dancing, Andrugio’s ghost is placed
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facilitates a murder in a recess below.! Nor is the hall any
longer the only interior used. Three scenes (1. 1-17; I
I-2I2; 1v. ii) are in an aisle (111. 128) of St. Mark’s, with
a trapped grave.? As a character passes (ii. 17) directly from
the church to the palace in the course of a speech, it is clear
that the two ‘houses’, consistently with actual Venetian
topography, were staged together and contiguously. The
Fawn was originally produced at Blackfriars and transferred
to Paul’'s, I deal with it here, because of the close analogy
which it presents to 1 Antonio and Mellida. It begins with
an open-country scene within sight of the °‘far-appearing
spires ' of Urbino. Thereafter all is within the hall of the
Urbino palace. It is called a ‘ presence’ (1. ii. 68), but one
must conceive it as of the nature of an Italian colonnaded
cortile, for there is a tree visible, up which a lover climbs to
his lady’s chamber, and although both the tree and the
chamber window might have occupied a bit of fagade in the
plane of the aperture showing the hall, they appear in fact
to have been within the hall, since the lovers are later
* discovered ’ to the company there.® What You Will, inter-
mediate in date between Antonio and Mellida and The Fawn,
has a less concentrated setting than either of them. The
principal house is Albano’s (1; mu. ii; 1v; v. 1-68), where
there is action at the porch, within the hall, and in a dis-
covered room behind.4 But there are also scenes in a shop
(1. ii), in Laverdure’s lodging (11. ii), probably above, and in
a schoolroom (1. ii). The two latter are also discovered.®

betwixt the music-houses’ . . . (115) ‘ The curtaine being drawn, exit
Andrugio ’.

! v. ii. 112, ‘ They run all at Piero with their rapiers ’. This is while
the ghost is present above, but (152) ‘ The curtains are drawn, Piero
departeth ’.

* 1. i. 33, * And, lo, the ghost of old Andrugio Forsakes his coffin ' . . .
(125) * Ghosts . . . from above and beneath’ ... (192) ‘ From under the
stage a groan ' ; 1v. ii. 87, ‘ They strike the stage with their daggers, and the
grave openeth’. The church must have been shown open, and part of
the crowded action of these scenes kept outside ; at 1v. ii. 114, ‘ yon bright
stars ' are visible.

3 Fawn,1v. 638, ' Dulcimel. Father, do you see that tree, that leans just
on my chamber window ? . . . (v. 1) ‘ whilst the Act is a-playing, Hercules
and Tiberio enters; Tiberio climbs the tree, and is received above by
Dulcimel, Philocalia, and a Priest: Hercules stays beneath’. After
a mask and other action in the presence, (461) ‘ Tiberio and Dulcimel
above, are discovered hand in hand ’.

¢ W. You Will, 1v. 373, after a dance, ‘ Celia. Will you to dinner ?’. ..
(v. 1) ‘ The curtains are drawn by a Page, and Celia (&c.) displayed,
sitting at dinner ’.

* 1. 1,* One knocks : Laverdure draws the curtains, sitting on his bed,
apparelling himself ; his trunk of apparel standing by him’ . . . (127)
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Nevertheless, I do not think that shifting scenes of the public
theatre type are indicated. Albano’s house does not lend
itself to public theatre methods. Act 1 is beneath his wife
Celia’s window.! Similarly 1. ii is before his porch. But
nL iv is in his hall, whence the company go to dinner within,
and here they are disclosed in v. Hence, from v. 69 onwards,
they begin to pass to the street, where they presently meet
the duke’s troop. I do not know of any public play in which
the porch, the hall, and an inner room of a house are all
represented, and my feeling is that Albano’s occupied the
back corner of a stage, with the porch and window above to
one side, at right angles to the plane of the hall. At any rate
I do not see any definite obstacle to the hypothesis that all
Marston’s plays for Paul's had continuous settings. For
What You Will the ‘little’ stage would have been rather
crowded. The induction hints that it was, and perhaps that
spectators were on this occasion excluded, while the pre-
senters went behind the back curtains.

Most of the other Paul’s plays need not detain us as long
as Marston’s. He has been thought to have helped in Satiro-
mastix, but that must be regarded as substantially Dekker’s.
Obviously it must have been capable of representation both
at Paul's and at the Globe. It needs the houses of Horace,
Shorthose, and Vaughan, Prickshaft’s garden with a ‘ bower’
in it, and the palace. Interior action is required in Horace's
study, which is discovered,? the presence-chamber at the
palace, where a ‘ chaire is set under a canopie’,> and Short-
hose’s hall4 The ordinary methods at the Globe would be
adequate. On the other hand, London, in spite of Horace, is
the locality throughout, and at Paul’s the setting may have
been continuous, just as well as in What You Will. Dekker
is also the leading spirit in Westward Ho! and Northward Ho!,
and in these we get, for the first time at Paul's, plays for
which a continuous setting seems quite impossible. Not
only does Westward Ho! require no less than ten houses and

‘ Bidet, I'll down ’; 11 ii. 1, * Enter a schoolmaster, draws the curtains
behind, with Battus, Nous, Slip, Nathaniel, and Holophernes Pippo,
schoolboys, sitting, with books in their hands .

11, 110, ‘ He sings and is answered ; from above a willow garland is
flung down, and the song ceaseth ’.

* Satiromastiz, 1. ii. 1, ' Horrace sitting in a study behinde a curtaine,
a candle by him burning, bookes lying confusedly ’.

* v. ii. 23, where the ‘ canopie ’, if a Paul’s term, may be the equivalent
of the public theatre alcove (cf. pp. 82, 120). The ‘ bower’ in 1v. iii
holds eight persons, and a recess may have been used.

¢ Shorthose says (v.i.60) ‘ Thou lean’st against a poast ’, but obviously
Pposts supporting a heavens at Paul’s cannot be inferred.
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Northward Ho! seven, but also, although the greater part of
both plays takes place in London, Westward Ho! has scenes
at Brentford and Northward Ho! at Ware.! The natural con-
clusion is that, for these plays at least, the procedure of the
public theatres was adopted. It is, of course, the combina-
tion of numerous houses and changes of locality which leads
me to this conclusion. Mahelot shows us that the ‘ multiple ’
staging of the Hoétel de Bourgogne permitted inconsistencies
of locality, but could hardly accommodate more than five,
or at most six, maisons. Once given the existence of
alternative methods at Paul’s, it becomes rather difficult to
say which was applied in any particular case. Chapman'’s
Bussy d' Ambois begins, like The Fawn, with an open-country
scene, and thereafter uses only three houses, all in Paris;
the presence-chamber at the palace (1. ii; 1. i; 1w ii; 1v. i),
Bussy’s chamber (v. iii), and Tamyra’s chamber in another
house, Montsurry’s (11. ii; 111 i; 1v. ii; v. i, ii, iv). Both
chambers are trapped for spirits to rise, and Tamyra’s has
in it a ‘gulfe’, apparently screened by a ‘ canopie’, which
communicates with Bussy’s.2 As the interplay of scenes in
Act v requires transit through the passage from one chamber
to the other, it is natural to assume an unchanged setting.3

The most prolific contributor to the Paul’s repertory was
Middleton. His first play, Blurt Master Constable, needs five
houses. They are all in Venice, and as in certain scenes
more than one of them appears to be visible, they were

' Westward Ho! uses the houses of Justiniano (1. i), Wafer (111 iii),
Ambush (111. iv), the Earl (11 ii ; 1v. ii), and a Bawd (1v. i), the shops of
Tenterhook (1.ii ; 11, i) and Honeysuckle (11. i), and inns at the Steelyard
(1. iii), Shoreditch (11. iii), and Brentford (v). Continuous setting would
not construct so many houses for single scenes. There is action above at
the Bawd'’s, and interior action below in several cases; in 1v. ii, ‘ the Earle
drawes a curten and sets forth a banquet’. The s.ds. of this scene seem
inadequate; at a later point Moll is apparently ‘ discovered ’, shamming
death. Northward Ho! uses the houses of Mayberry (1. iii; 11. ii) and
Doll (1. i; mr i), a garden house at Moorfields (111. ii), Bellamont’s
study (1v. i), Bedlam (1v. iii, iv), a ‘ tavern entry ’ in London (1. ii), and an
inn at Ware (1. i ; v. i). Action above is at the last only, interior action
below in several.

8 B. d'Ambois, 11. ii. 177, ' Tamyra. See, see the gulfe is opening’ . ., .
(183) ‘ Ascendit Frier and D’Ambois’ . . . (296) ‘ Descendit Fryar’;
1v. ii. 63, * Ascendit [Behemoth]’. .. (162) ‘ Descendit cum suis’; v.i. 153,
‘ Ascendit Frier ' . .. (191) * Montsurry. In, Ile after, To see what guilty
light gives thiscave eyes’; v.iv. 1, ‘ Intrat umbra Comolet to the Countesse,
wrapt in a canapie’ . .. (23) ‘ D’Amboys at the gulfe ’.

* The Q of 1641, probably representing a revival by the King’s men,
alters the scenes in Montsurry’s house, eliminating the characteristic
Paul’s ‘ canapie ' of v. iv. 1 and placing spectators above in the same
scene. It is also responsible for the proleptic s.d. (cf. ch. xxii) at 1. i,
153 for L. ii. 1, * Table, Chesbord and Tapers behind the Arras .
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probably all set together.! Similarly, The Phoenix has six
houses, all in Ferrara ;2 and Michaelmas Term has five houses,
all in London.? On the other hand, although A Mad Worid,
my Masters has only four houses,* and A Trick to Catch the
Old One seven,® yet both these plays resemble Dekker’s, in
that the action is divided between London and one or more
places in the country; and this, so far as it goes, seems to
suggest settings on public theatre lines. I do not know
whether Middleton wrote The Puritan, but I think that this
play clearly had a continuous setting with only four houses,
in London.® And although Beaumont's Woman Hater requires

! Blurt Master Constable has (a) Camillo’s (1. i; 11. i) with a hall; (b)
Hippolyto’s (u1. i) where (136) ‘ Violetta appears above’, and (175)
‘ Enter Truepenny above with a letter ’; (¢) a chapel (111. ii) with a ‘ »nit-
hole ' dungeon, probably also visible in 1. i and 111 i; (d) Blurt’s (1. ii)
which is ‘ twelve score off’ ; (¢) Imperia's, where is most of the action (11. ii ;
L iii; 1v, i, i, iii; v. ii, ill). Two chambers below are used ; into one
Lazarillo is shown in 111. 1ii. 201, and here in 1v. ii he is let through a trap
into a sewer, while (38) ‘ Enter Frisco above laughing ' and (45) ‘ Enter
Imperia above ’. At 1v. i1ii. 68 Lazanllo crawls from the sewer into the
street. In 1v. i and 1v. i tricks are played upon Curvetto with a cord and
a rope-ladder hanging from a window above.

2 Phoenix has (a) the palace (1. i; v. i) with hall; (b) Falso’s (1. vi;
1L iii ; 1 i); (¢) the Captain’s (1. ii; 1L ii); (d) a tavern (1. iv; 1V, iii)
with interior action ; (e) a law court (1v.1); (f) a jeweller’s (1. 1i; Iv.i,
ii, ii1) with interior action. It will be observed that (f) is needed both
with (d) and (¢). There is no action above.

* M. Term has (a) Paul’s (1. i, ii); (b) Quomodo’s shop, the Three
Knaves (1. iii; 1r. iv; 1v.i, iii, 1v; v.i); (¢) a tavern (i1. i) ; (d) a law
court (v. iii) ; (e) a courtesan’s (111. i; 1v. i1). All have interior action
and (b) eavesdropping above in a balcony (1. iii. 108, 378, 423 ; I ).
Much action is merely in the streets.

¢ A Mad World has (a) Harebrain’s (1. ii; 11 i; . iv); (b) Penitent
Brothel’s (1v. i), with interior action; (¢) a courtesan’s (1. i; II 1i, vi;
I ii; 1v. v), with a bed and five persons at once, perhaps above, in
1L ii ; (d) Sir Bounteous Progress’s in the country (i1. i ; II i1, iv, v, vii;
I iii; Iv. ii, iii; wv. 1, ii). The action here is rather puzzling, but
apparently a hall, a lodging next it, where are ‘ Curtains drawn * (11. vii.
103), the stairs, and a ‘ closet ’ or ‘ matted chamber ’ (1v. ii. 27 ; 1v. iii. 3)
are all used. If the scenes were shifted, the interposition of a scene of
only 7 lines (11. iii) at London amongst a series of country scenes is strange.
(b) Hoard’s (ur. ii; 1v.iv; v.ii); (¢) a courtesan’s (1. 1); (d) an inn
(111, in) ; () Dampit’s (111. 1v; 1v. v); and away from London, (f) Wit-
good Hall, with (g) an inn (1. i, ii) ; (k) Cole Harbour (1v. i). Nearly all
the action is exterior, but a window above is used at (b) in 1v. iv, and
at (¢) there is interior action both below in m1. iv and perhaps above
(cf. 111, iv. 72), with a bed and eight persons at once in «v. v,

* Puritan has (a) the Widow’s (1.1 ; v i,ii; 1mr.i,ii; 1v.i, ii, iii; v.i,ii),
with a garden and rosemary bush ; (b) a gentleman'’s house (I11. iv) ; (c) an
apothecary’s (1. iii) ; (d) a prison (1. iv; ur. v). There is interior action
below in all ; action above only in (@) at v. ii. 1, * Enter Sir John Penidub,
and Moll aboue lacing of her clothes ' in a balcony.
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seven houses, these are all within or hard by the palace in
Milan, and action seems to pass freely from one to another.!

The evidence available does not dispose one to dogmatism.
But this is the general impression which I get of the history
of the Paul's staging. When the performances were revived
in 1599, the master had, as in the days before Lyly took the
boys to Blackfriars, to make the best of a room originally
designed for choir-practices. This was circular, and only
had space for a comparatively small stage. At the back of
this, entrance was given by a curtained recess, corresponding
to the alcove of the public theatres, and known at Paul's as
the ‘ canopy '.2 Above the canopy was a beam, which bore
the post of the music-tree. On this post was a small stand,
perhaps for the conductor of the music, and on each side of
it was a music-house, forming a gallery,® which could repre-
sent a window or balcony. There were at least two other
doors, either beneath the music-houses or at right angles to
these, off the sides of the stage. The master began with
continuous settings on the earlier sixteenth-century court
model, using the doors and galleries as far as he could to
represent houses, and supplementing these by temporary
structures ; and this plan fitted in with the general literary
trend of his typical dramatists, especially Marston, to unity
of locality. But in time the romantic element proved too
much for him, and when he wanted to enlist the services of
writers of the popular school, such as Dekker, he had to
compromise. It may be that some structural change was
carried out during the enforced suspension of performances
in 1603. I do not think that there is any Paul's play of
earlier date which could not have been given in the old-
fashioned manner. In any event, the increased number of
houses and the not infrequent shiftings of locality from town
to country, which are apparent in the Jacobean plays, seem
to me, taken together, to be more than can be accounted for

! Woman Haler has (a) the Duke’s palace (1. i, ni; 1v.i; v.ii); (b) the
Count’s (1. iii) ; (¢) Gondarino’s (ir. i; m i, i1); (d) Lazarillo’s lodging
(r. i, ii); (¢) a courtesan’s (1. i; 1v.ii, iii; v.ii); (f) a mercer's shop
(11 iv) ; (g) Lucio’s study (v. ). There is interior action below in (a), (e),
(), and (g), where ‘ Enter Lazarello, and two Intelligencers, Lucio being
at his study. . . . Secretary draws the Curtain’. A window above is used
at (e), and there is also action above at (), apparently in a loggia within
sight and earshot of the street.

* The term is used in The Faery Pastoral, Sativomastix, and Bussy
d’Ambois (vide supra); but also in Sophomisba (vide infra), which is
a Blackfriars play.

* I take it that it was in this stand that Andrugio’s ghost was placed
* betwixt the music-houses ' in 2 Antonio and Mellda.
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on a theory of clumsy foreshortening, and to imply the adop-
tion, either generally or occasionally, of some such principle
of convertible houses, as was already in full swing upon the
public stage.?

I do not think that the history of the Blackfriars was
materially different from that of Paul’'s. There are in all
twenty-four plays to be considered; an Elizabethan group
of seven produced by the Children of the Chapel, and a
Jacobean group of seventeen produced by the successive
incarnations of the Revels company.? Structural alterations
during 1603 are here less probable, for the house only dated
from Burbadge’s enterprise of 1596. Burbadge is said to have
intended a * public ' theatre, and it may be argued on a prior:
grounds that he would have planned for the type of staging
familiar to him at the Theatre and subsequently elaborated
at the Globe. The actual character of the plays does not,
however, bear out this view. Like Paul’s, the Blackfriars
relied at first in part upon revivals. One was Love's Meta-
morphosis, already produced by Lyly under Court conditions
with the earlier Paul’s boys, and tout en pastoralle® Another,
or if not, quite an archaistic play, was Liberality and Prodi-
gality, the abstract plot of which only needs an equally
abstract scene, with a ‘ bower ’ for Fortune, holding a throne
and scaleable by a ladder (30, 290, 903, 932, 953), another
‘bower * for Virtue (132), an inn (47, 192, 370), and a high
seat for a judge with his clerks beneath him (1245).4 The
two new playwrights may reasonably be supposed to have
conformed to the traditional methods. Jonson’s Cynthia's
Revels has a preliminary act of open country, by the Fountain
of Self Love, in Gargaphia. The rest is all at the Gargaphian
palace, either in the presence, or in an ante-chamber thereto,
perhaps before a curtain, or for one or two scenes in the

1 The four plays which seem most repugnant to continuous staging,
Westward Ho!, Northward Ho!, A Mad Worid, my Masters, and A Trick
to Catchk the Old One, are all datable in 1604-6.

* Elizabethan Plays: Love’s Metamorphosis, Liberality and Prodigalily,
Cynthia’s Revels, Poetasler, Sty Giles Goosecap, Gentleman Usher, and
probably ANl Fools; Jacobean Plays: M. d'Olive, May Day, Widow's
Tears, Conspiracy of Byron, Tragedy of Byron, Case is Altered, Malcontent,
Duich Courtesan, Sophonisba, Eastward Ho'!, Your Five Gallants, Philotas,
Isle of Gulls, Law Tricks, Fleir, Faithful Shepherdess, Knight of the Burning
Pestle, In addition Fawn and Trick to Catck an Old One, already dealt
with under Paul’s, were in the first case produced at, and in the second
transferred to, Blackfriars.

3 Cf. p. 34.

¢ Lib. and Prod. 903, ' Here Prod. scaleth. Fortune claps a halter about
his neck, he breaketh the halter and falles '; 1245, ‘ The Judge placed,
and the Clerkes under him ’.

3229'3 L
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nymphs’ chamber (1v. i-v), and in or before the chamber
of Asotus (1. v).! Poetaster is all at Rome, within and
before the palace, the houses of Albius and Lupus, and the
chamber of Ovid.2 There is certainly no need for any shifting
of scenes so far. Nor does Chapman demand it. Sir Giles
Goosecap, except for one open-country scene, has only two
houses, which are demonstrably coantiguous and used to-
gether.3 The Gentleman Usher has only two houses, supposed
to be at a little distance from each other, and entailing
a slight foreshortening, if they were placed at opposite ends
of the stage.t All Fools adopts the Italian convention of
action in an open city space before three houses.®

To the Jacobean repertory not less than nine writers contri-
buted. Chapman still takes the lead with three more comedies
and two tragedies of his own. In the comedies he tends some-
what to increase the number of his houses, although without
any change of general locality. M. d’Olive has five houses.®

1 The fountain requires a trap. There is no action above. I cite the
scenes of Q,, which are varied by Jonson in F,.

s In the prol. 27, Envy says, ‘ The scene is, ha! Rome ? Rome ? and
Rome ? * (cf. p. 154). The only action above is by Julia 1n 1v. ix. 1, before
the palace, where (F,) ‘ Shee appeareth above, as at her chamber window’,
and speaks thence.

% Sir G. G. has, besides the London and Barnet road (1. i), the houses
of (a) Eugenia (1. i-iii; 11; 1v. i) and (b)) Momford (1. iv; 1r; mr ii;
. iii; v). Both have action within, none above. In 1v. i1. 140 persons
on the street are met by pages coming from Momford’s ‘ on the other
side ’, but (b) is near enough to (a) to enable Clarence in 11 to overhear
from it (as directed in 1. iv. 202) a talk between Momford and Eugenia,
probably in her porch, where (ii. 17) ‘ Enter Wynnefred, Anabell, with
their sowing workes and sing ’, and Momford passes over to Clarence at
ii. 216. Two contiguous rooms in (b) are used for v. i, ii (a single scene).
One is Clarence’s; from the other he is overheard. They are probably
both visible to the audience, and are divided by a curtain. At v. ii, 128
‘ He draws the curtains and sits within them '. Parrott adds other s.ds.
for curtains at 191, 222, 275, which are not in Q,.

¢ Gent. Usher has (a) Strozza's (1. i; 1v. i, iii; v.ii), where only a porch
or courtyard is needed, and (b) Lasso’s (1. ii; 1r; mr; 1v.ii, iv; v. i,
iii, iv), with a hall, overlooked by a balcony used in v. i. 1 and v. iii, 1,
and called ‘ this tower * (v. iii. 5).

8 The visible houses of All Fools are (a) Gostanzo's, (b) Cornelio’s, and
(c) the Half Moon tavern, where drawers set tables (v. ii. 1), but not
necessarily inside. Both (@) and (b) are required in 1. i and 1v. i, and
(@), (b), and (¢) in 11 i.

¢ M. d’Olive has (a) a hall at Court (11. ii) ; (b) Hieronyme’s chamber,
also at Court (v. ii) ; (¢) d’Olive’s chamber (1r. ii ; 1v.ii); (d) Vaumont’s
(x; mwi; 1v.i; v.i); (¢) St. Anne’s (ur i) ; of which (b) and (d) are
used together in v. i, ii (a continuous scene), and probably (c) and (e) in
11, i. There is action within at (a), (¢), and (d), and above at (d), which
has curtained windows lit by tapers (1. 48), at one of which a page above
‘(looks out with a light ’, followed by ladies who are bidden ‘ come down ’

v. i. 26, 66).
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May Day has four.! The Widow's Tears has four.2 But in
all cases there is a good deal of interplay of action between
one house and another, and all the probabilities are in
favour of continuous setting. The tragedies are perhaps
another matter. The houses are still not numerous; but
the action is in each play divided between two localities. The
Conspiracy of Byron is partly at Paris and partly at Brussels;
the Tragedy of Byron partly at Paris and partly at Dijon.3
Jonson’s Case is Altered has one open-country scene (v. iv)
near Milan, The other. scenes require two houses within the
city. One is Farneze's palace, with a cortile where servants
come and go, and a colonnade affording a private ‘ walk ' for
his daughters (i iii; 1v. i). Hard by, and probably in
Italian fashion forming part of the structure of the palace
itself, is the cobbler’'s shop of Farneze's retainer, Juniper.!
Near, too, is the house of Jaques, with a little walled back-
side, and a tree in it.> A link with Paul’s is provided by three
Blackfriars plays from Marston. Of these, the Malcontent is
in his characteristic Italian manner. There is a short hunting
scene (111 ii) in the middle of the play. For nearly all the
rest the scene is the ‘ great chamber ’ in the palace at Genoa,
with a door to the apartment of the duchess at the back
(1. i. 1) and the chamber of Malevole visible above.® Part

! May Day has (a) Quintiliano’s, (b)) Honorio’s, (c) Lorenzo’s, and (d) the
Emperor’s Head, with an arbour (11 i1i. 203). The only interior action
is in Honorio’s hall (v). Windows above are used at Lorenzo's, with
a rope ladder, over a terrace (Ir. iii), and at Quintiliano’s (111, i1). The
action, which is rather difficult to track, consists largely of dodging about
the pales of gardens and backsides (11. 1. 180 ; 1L iii. 120, 185 ; 1V, ii. 83,
168). Clearly (a), (¢), and (d) are all used in the latter part of 11. i, where
a new scene may begin at 45; and similarly (3), (¢), and (d) in 111, 1,
and (b) and (¢) 1n 1v. 1i.

? Widow's Tears has (a) Lysander’s (1. i; 11. i; 1n 1); (b) Eudora’s
(. 1i; 1, ii, iv; 1L om; 1v. i) (¢) Arsace’s (11. ni); all of which are
required in 1. iii ; and (d), a tomb (1v. ii, 1ii; v). There is interior action
in a hall of (b), watched from a ‘stand ’ (1. i. 157; I. i1i. 1) without, and
the tomb opens and shuts ; no action above.

! In the Conspiracy the Paris scenes are all at Court, vaguely located,
and mainly of hall type, except 1. in, which 1s at an astrologer’s; the
only Brussels scene is I. 1i, at Court. The Tragedy is on the same lines,
but for v. ii, in the Palace of Justice, with a ‘ bar’, v. iii, iv, in and before
the Bastille, with a scaffold, and 1. 11 and 1. i at Dijon, in Byron'’s lodging.
In 1. i. 3 there is ‘ Music, and a song above’, for a mask.

¢ C. Altered, 1. i. 1, ‘ Iumiper a Cobler 1s discouered, sitting at worke
in his shoppe and singing ’; 1v. v. 1, * Enter Iuniper in his shop singing ’.

#C.4.1.v. 212; 1.i; 11, ni, v, ‘ Enter Iaques with his gold and
a scuttle full of horse-dung’. * Jaques. None is within. None ouerlookes
my wall’; 1v. vii. 62, ‘Onion gets vp into a tree’; v.i.42. In1L v
action passes directly from the door of Farneze to that of Jaques.

® Malc.1.i. 11, Thediscord . . . is heard from . . . Malevole’s chamber *
«+ .« (19) * Come down, thou rugged cur ' . . . (43) ‘ Enter Malevole below .
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of the last act, however, is before the citadel of Genoa, from
which the action passes direct to the palace.! The Dutch
Courtesan is a London comedy with four houses, of the same
type as What You Will, but less crowded.2 In the tragedy
of Sophonisba, on the other hand, we come for the first time
at Blackfriars to a piece which seems hopelessly unamenable
to continuous setting. It recalls the structure of such early
public plays as the Battle of Alcazar. ‘The scene is Libya’,
the prologue tells us. We get the camps of Massinissa (1. ii),
Asdrubal (1. iii), and Scipio (1. ii; v. iv). We get a battle-
field with a ‘mount’ and a ‘ throne’ in it (v. ii). We get
the forest of Belos, with a cave’s mouth (1v. i). The city
scenes are divided between Carthage and Cirta. At Carthage
there is a council-chamber (11. i) and also the chamber of
Sophonisba (1. ii), where her bed is ‘ discovered '.3 At Cirta
there is the similar chamber of Syphax (1 i; 1v. ii) with
a trapped altar.# A curious bit of continuous action, difficult
to envisage, comprehends this and the forest at the junction
of Acts 1v and v. From a vault within it, a passage leads
to the cave. Down this, in 1. i, Sophonisba descends,
followed by Syphax. A camp scene intervenes, and at the
beginning of 1v Sophonisba emerges in the forest, is over-
taken by Syphax, and sent back to Cirta. Then Syphax
remembers that ‘in this desert' lives the witch Erichtho.
She enters, and promises to charm Sophonisba to his bed.
Quite suddenly, and without any Exit or other indication of
a change of locality, we are back in the chamber at Cirta.
Music sounds within ‘ the canopy ' and ‘ above’. Erichtho,
disguised as Sophonisba, enters the canopy, as to bed. Syphax
! Malc. v. ii. 163. This transition is both in Q, and Q,, although Q,
inserts a passage (164—94) here, as well as another (10-39) earlier in the
scene, which entails a contrary transition from the palace to the citadel.
3 Dutch C. has (a) Mulligrub’s (1. i; 1. iii; 111 iii) with action in
a ‘ parlour’ (mr. iii. §3) ; (b) Franceschina's (1. ii; I ii; Iv.iii, v; v. i),
with action above, probably in a loggia before Franceschina’s chamber,
where she has placed an ambush at v. i. 12, ‘ She conceals them behind
the curtain ’; (c) Subboy’s (. i; 1r i; 1v.i, ii, iv; v. ii), with a ring
thrown from a window above (11. i. §6) ; (d) Burnish’s shop (. ii; v. iii),
with an inner and an outer door, for (1. ii. 1) ‘ Enter Master Burnish
[&c.] . . . Cocledemoy stands at the other door . . . and overhears them ’,
3 Soph. 1. ii. 32, ‘ The Ladies lay the Princess in a fair bed, and close
the curtains, whilst Massinissa enters’ . . . (35) ‘ The Boys draw the
curtains, discovering Sophonisba, to whom Massinissa speaks ' . . . (235)
‘ The Ladies draw the curtains about Sophonisba; *the rest accompany
Massinissa forth ‘.
¢ Soph. mur. i. 117, ‘ The attendants furnish the altar’ . .. (162) * They
lay Vangue in Syphax’ bed and draw the curtains’ . .. (167) Soph. ‘ Dear
Zanthia, close the vault when I am sunk’ ... (170) ‘ She descends’ . . .
(207) ‘ [Syphax] descends through the vault ’.
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follows, and only discovers his misadventure at the beginning
of Act v.! Even if the play was staged as a whole on public
theatre methods, it is difficult not to suppose that the two
entrances to the cave, at Cirta and in the g)rest, were shown
together. It is to be added that, in a note to the print,
Marston apologizes for ‘ the fashion of the entrances ' on the
ground that the play was ‘ presented by youths and after
the fashion of the private stage’. Somewhat exceptional
also is the arrangement of Eastward Ho!, in which Chapman,
Jonson, and Marston collaborated. The first three acts, taken
by themselves, are easy enough. They need four houses in
London. The most important is Touchstone’s shop, which is
‘ discovered .2 The others are the exteriors of Sir Petronel’s
house and Security’s house, with a window or balcony above,
and a room in the Blue Anchor tavern at Billingsgate.? But
throughout most of Act 1v the whole stage seems to be
devoted to a complicated action, for which only one of these
houses, the Blue Anchor, is required. A place above the
stage represents Cuckold’s Haven, on the Surrey side of the
Thames near Rotherhithe, where stood a pole bearing a pair
of ox-horns, to which butchers did a folk-observance. Hither
climbs Slitgut, and describes the wreck of a boat in the river
beneath him.* It is the boat in which an elopement was
planned from the Blue Anchor in Act mr Slitgut sees

1 Soph. 1v. i, * Enter Sophonisba and Zanthia, as out of a cave’s mouth ’
. « « (44) ‘ Through the vaut’s mouth, in s might-gown, torch in his
hand, Syphax enters just behind Sophonisba ’ . . . (126) ‘* Enichtho enters ’
.+ . (192) ‘ Infernal music, softly * . . . (202) ‘ A treble viol and a base
lute play softly within the canopy ’ ... (212) ‘ A short song to soft music

above’ . .. (215) ‘ Enter Enchtho in the shape of Sophonisba, her face
veiled, and hasteth in the bed of Syphax’ ... (216) ‘ Syphax hasteneth
within the canopy, as to Sophomisba’s bed ’ . . . (v. i. 1) * Syphax draws

the curtains, and discovers Enchtho lying with hum’ . . . (24) ‘ Erichtho
slips into the ground ’ . . . (29) ‘ Syphax kneels at the altar’ ., . (40) ‘' Out
of the altar the ghost of Asdrubal anseth’. There is no obvious break
in 1v. Erichtho promises to bring Sophonisba with music, and says ‘ I go’
(181), although there is no Exit., We must suppose Syphax to return to
his chamber through the vault either here or after his sohloquy at 192,
when the music begins.

t E. Ho!, 1. i. 1, Enter Maister Touch-stone and Quick-silver at severall
dores. . . . At the middle dore, enter Golding, discovering a gold-smiths
shoppe, and walking short turns before it ’; 11. i. 1, * Touchstone, Quick-
silver ; Goulding and Mildred sitting on eyther side of the stall ’.

3 At the end of 11. 1i, which is before Security’s, with Winifred ‘ above ’
(241), Quicksilver remains on the stage, for IL. iii, before Petronel’'s., The
tavern is first used in I11. 1i1, after which 111, iv, of one 7-line speech only,
returns to Security’s and ends the act. Billingsgate should be at some
little distance from the other houses.

‘ E. Ho!, 1v. 1. 1, Enter Shtgut, with a paire of oxe hornes, discovering
Cuckolds-Haven above ’.
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passengers landed successively ‘even just under me’, and
then at St. Katharine's, Wapping, and the Isle of Dogs. These
are three places on the north bank, all to the east of Billings-
gate and on the other side of the Tower, but as each rescue
is described, the passengers enter the stage, and go off again.
Evidently a wild foreshortening is deliberately involved.
Now, although the print obscures the fact, must begin a new
scene. A night has passed, and Winifred, who landed at
St. Katharine's, returns to the stage, and is now before the
Blue Anchor.? From 1v. ii onwards the setting is normal
again, with three houses, of which one is Touchstone’s. But
the others are now the exterior of the Counter and of the
lodging of Gertrude. One must conclude that in this play
the Blackfriars management was trying an experiment, and
made complete, or nearly complete, changes of setting, at the
end of Act 111 and again after 1v. i. Touchstone’s, which was
discovered, could be covered again. The other houses, except
the tavern, were represented by mere doors or windows, and
gave no trouble. The tavern, the introduction of which in
the early acts alrecady entailed foreshortening, was allowed
to stand for 1v. i, and was then removed, while Touchstone's
was discovered again.

Middleton’s tendency to multiply his houses is noticeable,
as at Paul's, in Your Five Gallants. There are eight, in
London, with an open-country scene in Combe Park (111. ii, iii),
and one cannot be confident of continuous setting.® But
a group of new writers, enlisted at Blackfriars in Jacobean
days, conform well enough to the old traditions of the house.
Daniel’'s Philotas has the abstract stage characteristic of the
closet tragedies to the type of which it really belongs. Any
Renaissance fagade would do; at most a hall in the court
and the lodging of Philotas need be distinguished. Day’s
Isle of Gulls is tout en pastoralle* His Law Tricks has

! Clearly 1v. 1. 346-64 (ed. Schelling) has been misplaced in the Qg ;
it is a final speech by Slitgut, with his Ex1¢, but without his name prefixed,
and should come after 296. The new scene begins with 297.

* E. Ho!/, 1v. 1. 92, * Enter the Drawer in the Taverne before [i.e. in
1. in), with Wynnyfrid ’; he will shelter her at ‘a house of my friends
heere in S. Kath’rines’ . . . (297) ‘' Enter Drawer, with Wynifrid new
attird ’, who says ‘ you have brought me nere enough your taverne ’ and
‘ my husband stale thither last night ’. Security enters (310) with ‘ I wil
once more to this unhappy taverne ’.

* Y. F. Gallants has (a) Frippery’'s shop (1. i); (b) Katherine's (1. ii;
v. ii); (¢) Mitre inn (11. i1i) ; (d) Primero’s brothel (1. i; mr iv; v.i);
() Tailby’s lodging (1v. i, ii) ; (f) Fitzgrave’s lodging (1v. iii) ; (g) Mrs. New-
cut’'s dining-room (tv. vii); (k) Paul's (1v.vi). There is action within in all
these, and in v. i, which is before (d), spies are concealed ‘ overhead ' (124).

¢ In Isle of Gulls the park or forest holds a lodge for the duke (1. 1),
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only four houses, in Genoa.! Sharphum’s Fleir, after a prelude
at Florence, which needs no house, has anything from three
to six in London.2 Fletcher's Faithful Shepherdess, again, is
tout en pastoralle® Finally, The Knight of the Burning
Pestle is, in the strict sense, an exception which proves the
rule. Its shifts of locality are part of the burlesque, in which
the popular plays are taken off for the amusement of the
select audience of the Blackfriars. Its legitimate houses are
only two, Venturewell's shop and Merrithought’s dwelling,
hard by one another.t But the adventures of the prentice
heroes take them not only over down and through forest to
Waltham, where the Bell Inn must serve for a knightly castle,
and the barber’s shop for Barbaroso’s cave, but also to the
court of Moldavia, although the players regret that they
cannot oblige the Citizen's Wife by showing a house covered
with black velvet and a king’'s daughter standing in her
window all in beaten gold, combing her golden locks with
a comb of ivory.® What visible parody of public stage
methods heightened the fun, it is of course impossible to
say.
I do not propose to follow the Queen’s Revels to the
Whitefriars, or to attempt any investigation into the charac-
teristics of that house. It was occupied by the King's Revels
before the Queen’s Revels, and probably the Lady Elizabeth’s

a ‘ queach of bushes’ (1. ii), Diana’s oak (11. ii; 1v. iv), Adonis’ bower
(1. 1i; v. i), a bowling green with arbours (11. iii-v), and the house of
Manasses (1v. iii).

' Law Tricks has (a) the palace (1.i; 1r; 1v.i, ii; v.ii), within which
(p. 64, ed. Bullen) ‘ Discover Polymetes 1n his study ’, and (p. 78) * Poly-
metes in his study '; (b) an arrased chamber in Lurdo’s (111 i), entered
by a vault (cf. p. 148, supra); (c) Countess Lurdo’s (umr. 1i); (d) the
cloister vaults (v. i, i1) where (p. 90) ‘' Countesse in the Tombe ’. Action
passes direct from (a) to (d) at p. 89.

3 Fleir has (a) the courtesans’ (1. 26-188 ; 1Ir; III. I-193; IV. I-193);
{6) Alunio’s (1v. 194-287) ; (c) Ferrio’s (v. 1-54) ; (d) a prison (v. 55-87) ;
(e) a law court (v. 178-end); (f) possibly Susan and Nan’s (1. 189-500).
Conceivably (¢), (d), (¢) are in some way combined : there is action within
at (b), ‘ Enter Signior Alunio the Apothecarie in his shop with wares
about him’ (194), (¢) ‘ Enter Lord Piso . . . in prison’ (55), and (e);
none above.

* The action of F. Shepherdess needs a wood, with rustic cotes and an
altar to Pan (r. ii, iii; v. i, 1i), a well (111, i), and a bower for Clorin
(.43 1. ii; 1v.ii, v; v.ii, v), where is hung a curtain (v. ii. 109).

¢ K. B, P.1. 230, ‘ Enter Rafe like a Grocer in ’s shop, with two Prentices
Reading Palmerin of England ’; at 341 the action shifts to Merrithought's,
but the episode at Venturewell’s is said to have been ‘ euen in this place ’
(422), and clearly the two houses were staged together. Possibly the
conduit head on which Ralph sings his May Day song (1v. 439) was also
part of the permanent setting.

® K.B.P.11. 71438 ; 1. 1-524; 1V. 76-151.
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joined the Queen's Revels there at a later date, But the
number of plays which can definitely be assigned to it is
clearly too small to form the basis of any satisfactory induc-
tion.! So far as the Blackfriars is concerned, my conclusion
must be much the same as for Paul's—that, when plays
began in 1600, the Chapel revived the methods of staging
with which their predecessors had been familiar during the
hey-day of the Court drama under Lyly; that these methods
held their own in the competition with the public theatres,
and were handed on to the Queen's Revels; but that in
course of time they were sometimes variegated by the intro-
duction, for one reason or another, of some measure of scene-
shifting in individual plays. This reason may have been the
nature of the plot in Sophonisba, the desire to experiment
in Eastward Ho!, the restlessness of the dramatist in Your
Five Gallants, the spirit of raillery in The Knight of the Burning
Pestle. Whether Chapman’s tragedies involved scene-shifting,
I am not quite sure. The analogy of the Hotel de Bourgogne,
where a continuous setting was not inconsistent with the use
of widely distant localities, must always be kept in mind.
On the other hand, what did not appear absurd in Paris,
might have appeared absurd in London, where the practice
of thc public theatres had taught the spectators to expect
a higher degree of consistency. I am far from claiming that
my theory of the survival of continuous setting at Paul’s and
the Blackfriars has been demonstrated. Very possibly the
matter is not capable of demonstration. Many, perhaps most,
of the plays could be produced, if need be, by alternative
methods. It is really on taking them in the mass that I can-
not resist the feeling that ‘ the fashion of the private stage ’,
as Marston called it, was something different from the fashion
of the public stage. The technique of the dramatists corre-
sponds to the structural conditions. An increased respect for
unity of place is not the only factor, although it is the most
important. An unnecessary multiplicity of houses is, except
by Dekker and Middleton, avoided. Somretimes one or two
suffice. There is much more interior action than in the
popular plays. One hall or chamber scene can follow upon

' The certain plays are Epicoene, Woman a Weathercock, Insatiate
Countess, and Kevenge of Bussy. 1 have noted two unusual s.ds.: W.a W.
1L ii, * Enter Scudmore . . . Scudmore passeth one doore, and entereth
the other, where Bellafront sits in a Chaire, under a Taffata Canopie ' ;
Insatiate C. 111, 3, * Claridiana and Rogero, being in a readiness, are received
in at one anothers houses by their maids. Then enter Mendoza, with
a Page, to the Lady Lentulus window ’. There is some elaborate action
with contiguous rooms in Epicoens, 1v, V.
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another more freely. A house may be used for a scene which
would seem absurdly short if the setting were altered for it.
More doors are perhaps available, so that some can be spared
for entrance behind the houses. There is more coming and
going between one house and another, although I have made
it clear that even the public stage was not limited to one
house at a time.! One point is, I think, quite demonstrable.
Marston has a reference to ‘ the lower stage’ at Paul’s, but
neither at Paul’s nor at the Blackfriars was there an upper
stage capable of holding the action of a complete scene, such
as we found at the sixteenth-century theatres, and apparently
on a still larger scale at the Globe and the Fortune, A review
of my notes will show that, although there is action * above’
in many private house plays, it 1s generally a very slight
action, amounting to little more than the use by one or two
persons of a window or balcony. Bedchamber scenes or
tavern scenes are provided for below; the public theatre, as
often as not, put them above.? I may recall, in confirmation,
that the importance of the upper stage in the plays of the
King’s men sensibly diminishes after their occupation of the
Blackfriars.?

There are enigmas still to be solved, and I fear insoluble.
Were the continuous settings of the type which we find in
Serlio, with the unity of a consistent architectural picture,
or of the type which we find at the Hotel de Bourgogne,
with independent and sometimes incongruous juxtaposed
mansions? The taste of the dramatists for Italian cities and
the frequent recurrence of buildings which fit so well into
a Serliesque scheme as the tavern, the shop, the house of the
ruffiana or courtesan, may tempt one’s imagination towards
the former. But Serlio does not seem to contemplate much
interior action, and although the convention of a half out-
of-doors cortile or loggia may help to get over this difficulty,
the often crowded presences and the masks seem to call for
an arrangement by which each mansion can at need become
in its turn the background to the whole of the stage and
attach to itself all the external doors. How were the open-
country scenes managed, which we have noticed in several
plays, as a prelude, or even an interruption, to the strict

! Cf. pp. 98, 117.

3 I have noted bedchamber scenes as ‘ perhaps above’ at Paul's in
A Mad World, my Masters and A Trick to Catch the Old One, but the
evidence is very slight and may be due to careless wniting. In 4 Mad
World, 1. ii. 181, Harebrain 1s said to ‘ walke below ’; later * Harebrain
opens the door and listens '. In A4 Trick, 1l 1v. 72, Dampit 1s told that

his bed waits ‘ above ’, and 1v. v 1s in his bedchamber.
* Cf. p. 116,
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unity of place? ! Were these merely played on the edge of
the stage, or are we to assume a curtain, cutting off the
background of houses, and perhaps painted with an open-
country or other appropriate perspective? And what use,
if any, can we suppose to have been made of title or locality
labels ? The latter would not have had much point where
the locality was unchanged; but Envy calls out ‘ Rome’
three times in the prologue to the Poetaster, as if she saw it
written up in three places. Percy may more naturally use
them in Cuckqueans and Cuckolds, on a stage which repre-
sents a foreshortening of the distance between three distinct
towns. Title-labels seem fairly probable. Cynthia’s Revels
and The Knight of the Burning Pestle bear testimony to them
at the Blackfriars; Wily Beguiled perhaps at Paul's.2 And
if the prologues none the less thought it necessary to announce
‘ The scene is Libya’, or ‘ The scene Gargaphia, which I do
vehemently suspect for some fustian country ’, why, we must
remember that there were many, even in a select Elizabethan
audience, that could not hope to be saved by their book.

1 Cf. Dr. Dodspoll, 1 Antonio and Mellida, The Fawn, and Bussy d’ Ambois
for Paul’s, and Sir Gules Goosecap and Fleir for Blackfriars. The early
Court plays had similar scenes ; cf. p. 43.

* C. Revels, ind. 54, ¢ First the Title of his Play is Cynthias Revels, as
any man (that hath hope to be sau’d by his Booke) can witnesse ; the
Scene Gargaphia’'; K.B.P. ind. 10, ‘ Now you call your play, The
London Marchant. Downe with your Title, boy, downe with your Title’.
For Wily Beguiled, cf p. 126.



BOOK V
PLAYS AND PLAYWRIGHTS

Tragedy, comedy, history, pastoral, pastoral-comical, historical-
pastoral, tragical-historical, tragical-comical-historical-pastoral, scene
individable or poem unlimited.—Ilamlet.






XXII
THE PRINTING OF PLAYS

[Bsbliographical Note—The records of the Stationers’ Company were
utilized by W. Herbert in Typographical Antiquities (1785~90), based on
an earlier edition (1749) by J. Ames, and revised, but not for the period
most important to us, by T. F. Dibdin (1810-19). They are now largely
available at first hand in E. Arber, Transcript of the Registers of the
Stationers’ Company, 1554-1640 (1875-94), and G. E. B. Eyre, Transcript
of the Registers of the W orshipful Company of Statiomers, 16401708 (1913-14).
Recent investigations are to be found in the Tramsactions and other
publications of the Bibliographical Society, and in the periodicals Biblio-
graphica and The Library. The best historical sketches are H. R. Plomer,
A Short History of Engitsh Printing (1900), E. G. Duff, The Introduction
of Printing into England (1908, C. H. i1. 310), H. G. Aldis, The Book-
Trade, 1557-1625 (1909, C. H. iv. 378), and R. B. McKerrow, Booksellers,
Pyinters, and the Stationers’ Trade (1916, Sk. England, ii. 212). Of some-
what wider range is H. G. Aldis, The Printed Book (1916). Records of
individual printers are in E. G. Duff, A Century of the English Book Trade,
1457-1557 (1905), R. B. McKerrow, Dactionary of Printers and Booksellers,
I1557-1640 (1910), and H. R. Plomer, Dictionary of Booksellers and Printers,
1641-67 (1907). Special studies of value are R. B. McKerrow, Printers
and Publishers’ Devices (1913), and Notes on Bibliographical Evidence for
Litevary Studenmts (1914). P. Sheavyn, The Literary Profession in the
Elizabethan Age (1909), is not very accurate. The early history of the
High Commission (1558-64) is studied in H. Gee, The Elizabethan Cleygy
and the Settlement of Religion (1898). The later period awaits fuller treat-
ment than that in An Account of the Courts Ecclesiastical by W. Stubbs
in the Report of the Commission om Ecclesiastical Courts (1883), i. 21.
J. S. Burn, The High Commission (1865), is scrappy.

For plays in particular, W. W. Greg, List of English Plays (1900), gives
the title-pages, and Arber the registration entries. Various problems are
discussed by A. W. Pollard, Shakespeare Folios and Quartos (1909) and
Shakespeare’s Fight with the Pirates (1917, ed. 2, 1920), and in connexion
with the Shakespearian quartos of 1619 (cf. ch. xxiii). New ground is opened
by A. W. Pollard and J. D. Wilson, The * Stolne and Surreptitious * Shake-
spearian Texts (T. L. S. Jan.—Aug. 1919), and J. D. Wilson, The Copy for
Hamlet, 1603, and the Hamlet Transcript, 1593 (1918). Other studies are
C. Dewischeit, Shakespeare und die Stenographie (1898, Jahrbuch, xxxiv.
170), B. A, P. van Dam and C. Stoffel, William Shakespeare, Pyosody and
Text (1900), Chapters in English Printing, Prosody, and Pronmunciation
(1902), P. Simpson, Shakespearian Punctuation (1911), E. M. Albright, ‘ To
be Staied' (1915, M. L. A. xxx. 451; cf. M. L. N, Feb. 1919), A. W.
Pollard, Ad Imprimendum Solum (1919, 3 Library, x. 57), H. R. Shipheard,
Play-Publishing 1n Elizabethan Times (1919, M. L. A. xxxiv. 580); M A,
Bayfield, Shakespeare's Versification (1920); cf. T. L. S. (1919—20).

The nature of stage-directions is considered in many works on staging
(cf. Bidl. Note to ch. xviii), and in N. Delius, Die Buknenweisungen in
den alten Shakespeare-Ausgaben (1873, Jahrbuch, viii. 171), R. Koppel,
Scenen-Einteilung und Orts-Angaben in den Shakespeareschen Dramen (1874,
Jahrbuch, ix, 269), Die unkyitische Behandlung dramaturgischer Angaben
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und Anovdnungen in dem Shakespeare-Ausgaben (1904, E. S. xxxiv. 1),
The documents printed by Arber are so fundamental as to justify a short
description. Each of his vols. i-iv gives the text, or most of the text,
of four books, lettered A-D in the Company’s archives, interspersed with
illustrative documents from other sources; vol. v consists of indices.
Another series of books, containing minutes of the Court of Assistants
from 1603 onwards, remains unprinted (ii. 879). Book A contains the
annual accounts of the wardens from 1554 to 1596. The Company’s year
began on varying dates in the first half of July. From 1557 to 1571 the
accounts include detailed entries of the books for which fees were received
and of the fines imposed upon members of the Company for irregularities,
Thereafter they are abstracts only, and reference is made for the details
of fees to ‘ the register in the clarkes booke ’ (i. 451). Unfortunately this
book is not extant for 1571-6. After the appointment of Richard Collins
in place of George Wapull as clerk in 1575, a new ‘ booke of entrances ’
was bought for the clerk (i. 475). This is Book B, which is divided into
sections for records of different character, including book entries for
1576—95, and fines for 1576-1605. There are also some decrees and ordi-
nances of the Court, most of which Arber does not print, and a few pages
of miscellaneous memoranda at the beginning and end (ii. 33-49, 884-6).
Book C, bought * for the entrance of copies ’ in 15945 (i. §72), has similar
memoranda (iii. 35-8, 677-98). It continues the book entries, and these
alone, for 1595-1620. Book D continues them for 1620—45. Arber’s work
stops at 1640. Eyre prints a transcript by H. R. Plomer of the rest of
D and of Books E, F, and G, extending to 1708.]

A HisTORIAN of the stage owes so much of his material
to the printed copies of plays, with their title-pages, their
prefatory epistles, and their stage-directions, that he can
hardly be dispensed from giving some account of the process
by which plays got into print. Otherwise I should have been
abundantly content to have left the subject with a reference
to the researches of others, and notably of that accomplished
bibliographer, my friend Mr. A. W. Pollard, to whom in any
event the debt of these pages must be great. The earliest
attempts to control the book-trade are of the nature of
commercial restrictions, and concern themselves with the
regulation of alien craftsmanship.! But when Tudor policy
had to deal with expressions of political and religious opinion,
and in particular when the interlude as well as the pamphlet,
not without encouragement from Cranmer and Cromwell,
became an instrument of ecclesiastical controversy, it was
not long before the State found itself committed to the
methods of a literary censorship. We have already followed
in detail the phases of the control to which the spoken play
was subjected.? The story of the printed play was closely
analogous; and in both cases the ultimate term of the
evolution, so far as our period is concerned, was the establish-
ment of the authority of the Master of the Revels. The

! Duff, xi. 8 Ch, ix; cf. Mediaeval Stage, ii. 221.



THE PRINTING OF PLAYS 159

printing and selling of plays, however, was of course only
one fragment of the general business of book-production.
Censorship was applied to many kinds of books, and was
also in practice closely bound up with the logically distinct
problem of copyright. This to the Elizabethan mind was a
principle debarring one publisher from producing and selling
a book in which another member of his trade had already
a vested interest. The conception of a copyright vested in the
author as distinct from the publisher of a book had as yet
hardly emerged.

The earliest essay in censorship in fact took the form of an
extension of the procedure, under which protection had for
some time past been given to the copyright in individual
books through the issue of a royal privilege forbidding their
republication by any other than the privileged owner or
printer.!  Three proclamations of Henry VIII against
heretical or seditious books, in 1529, 1530, and 1536, were
followed in 1538 by a fourth, which forbade the printing of
any English book except with a licence given ‘ upon examina-
tion made by some of his gracis priuie counsayle, or other
suche as his highnes shall appoynte’, and further directed
that a book so licensed should not bear the words ‘ Cum
priuilegio regali’ without the addition of ‘ ad imprimendum
solum’, and that ‘ the hole copie, or els at the least theffect
of his licence and priuilege be therwith printed'.? The
intention was apparently to distinguish between a merely
regulative privilege or licence to print, and the older and
fuller type of privilege which also conveyed a protection of
copyright. Finally, in 1546, a fifth proclamation laid down
that every ‘ Englishe boke, balet or playe’ must bear the
names of the printer and author and the * daye of the printe ’,
and that an advance copy must be placed in the hands of
the local mayor two days before publication.3 It is not quite

! Pollard, Sk. F. 2. ‘' Cum priuilegio’ is in the colophons of Rastell’s
1533 prints of Johan Johan, The Pardoner and the Friar, and The Wether,
and ‘ Cum priuilegio regali ' in those of his undated Gentleness and Nobshty
and Beauty and Good Properties of Women.

? Procl. 114, 122, 155, 176. The texts of 1529 and 1530 are 1n Wilkins,
Concilia, iir. 737, 740; that of 1538 in Burnet, Hist. of Reformation,
vi. 220; cf. Pollard, Sk. F. 6, and in 3 Library, x. 57. I find ‘ Cum
priuilegio ad imprimendum solum ' 1n the colophon of Acolastus (1540)
and in both t.p. and colophon of Troas (1559) ; also * Seen and allowed &c *
in the t.p. of Q, of Gorboduc (c. 1570), ‘ Perused and Alowed ' at the end
of Gammer Gurton's Needle (1575), and ‘ Seen and allowed, according to
the order appointed in the Queenes maiesties Injunctions ’ in the t.p. of
The Glass of Government (1575). Otherwise these precautions became dead
letters, so far as plays were concerned.

* Procl. 295 (part only in Wilkins, 1v. 1; cf. Pollard, Sh. F. 7). The
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clear whether these requirements were intended to replace,
or merely to reinforce, that of a licence. Henry's proclama-
tions lost their validity upon his death in 1547, but the policy
of licensing was continued by his successors. Under Edward VI
we get, first a Privy Council order of 1549, directing that all
English books printed or sold should be examined and allowed
by ‘ M Secretary Peter, M® Secretary Smith and M’ Cicill,
or the one of them’, and secondly a proclamation of 1551,
requiring allowance ‘ by his maiestie, or his priuie counsayl
in writing signed with his maiesties most gratious hand or
the handes of sixe of his sayd priuie counsayl . Mary in her
turn, though with a different emphasis on the kind of opinion
to be suppressed, issued three proclamations against heretical
books in 1553, 1555, and 1558, and in the first of these
limited printers to books for which they had ‘her graces
speciall licence in writynge '.2 It is noteworthy that both in
1551 and in 1553 the printing and the playing of interludes
were put upon exactly the same footing.

Mary, however, took another step of the first importance for
the further history of publishing, by the grant on 4 May
1557 of a charter of incorporation to the London Company
of Stationers.® This was an old organization, traceable as
far back as 1404.4 By the sixteenth century it had come to
include the printers who manufactured, as well as the
stationers who sold, books; and many, although not all of
its members, exercised both avocations. No doubt the issue
of the charter had its origin in mixed motives. The stationers
wanted the status and the powers of economic regulation
within their trade which it conferred; the Government wanted
the aid of the stationers in establishing a more effective
control over the printed promulgation of inconvenient
doctrines. This preoccupation is clearly manifested in the
preamble to the charter, with its assertion that ‘seueral
seditious and heretical books ’ are * daily published ’; and the
objects of both parties were met by a provision that ‘no person
shall practise or exercise the art or mystery of printing or
stamping any book unless the same person is, or shall be,

‘ daye of the printe’ is in the t.ps. of Thyestes (1560), Oedipus (1563),
Gordobuc (1565), Four Ps (1569), and the colophon of Promos and Cassandra
(1578) ; the year and month in the t.p. of King Darius (1565). Earlier
printers had given the day in the colophons of Mundus et Infans (1522),
Johan Johan (1533), and The Pardoney and the Friar (1533).

’: Dasent, ii. 312; Procl. 395 (text in Hazlitt, E. D. S. 9 ; cf. Pollard,
Sh. F. 8).

8 Procl. 427 (cf. Pollard, Shk. F. 9) ; Procl. 461 (text in Wilkins, Concilia,
iv. 128 ; Arber, i. 52); Procl. 488 (text in Arber, i. 92).

% Arber, i. xxviii, xxxii. ¢ Duff, xi,
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one of the society of the foresaid mystery of a stationer of
the city aforesaid, or has for that purpose obtained our
licence’. This practically freed the associated stationers
from any danger of outside competition, and it immensely
simplified the task of the heresy hunters by enlisting the help
of the Company against the establishment of printing-presses
by any but well-known and responsible craftsmen. Registra-
tion is always half-way towards regulation. The charter did
not, however, dispense, even for the members of the Company,
with the requirement of a licence; nor did it give the Company
any specific functions in connexion with the issue of licences,
and although Elizabeth confirmed her sister’s grant on
10 November 1559, she had already, in the course of the
ecclesiastical settlement earlier in the year, taken steps to
provide for the continuance of the old system, and specifically
laid it down that the administration of the Company was
to be subordinate thereto. The licensing authority rested
ultimately upon the Act of Supremacy, by which the power
of ecclesiastical jurisdiction for the ‘ reformation, order, and
correction ' of all ‘ errors, heresies, schisms, abuses, offences,
contempts, and enormities' was annexed to the Crown,
and the Crown was authorized to exercise its jurisdiction
through the agency of a commission appointed under letters
patent.! This Act received the royal assent on 8 May 1550,
together with the Act of Uniformity which established the
Book of Common Prayer, and made it an offence ‘in any
interludes, plays, songs, rhymes, or by other open words’
to ‘ declare or speak anything in the derogation, depraving,
or despising ’ of that book.? In the course of June followed
a body of Injunctions, intended as a code of ecclesiastical
discipline to be promulgated at a series of diocesan visitations
held by commissioners under the Act of Supremacy. One of
these Injunctions is directly concerned with the abuses of
printers of books.3 It begins by forbidding any book or paper
to be printed without an express written licence either from
the Queen herself or from six of the Privy Council, or after
perusal from two persons being either the Archbishop of
Canterbury or York, the Bishop of London, the Chancellor
of Oxford or Cambridge, or the Bishop or Archdeacon for
the place of printing. One of the two must always be the
Ordinary, and the names of the licensers are to be ‘ added in
the end ' of every book. This seems sufficiently to cover the
ground, but the Injunction goes on to make a special reference
to ‘ pamphlets, plays and ballads’, from which anything

2 1 Elis. c. 1 (Statuies, iv. 1. 350). * App. D, No. ix.
3 App. D, No. xii.

2229-3 M
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* heretical, seditious, or unseemly for Christian ears’ ought
to be excluded; and for these it prescribes a licence from
‘such her majesty’s commissioners, or three of them, as be
appointed in the city of London to hear and determine
divers causes ecclesiastical . These commissioners are also
to punish breaches of the Injunction, and to take and notify
an order as to the prohibition or permission of ‘all other
books of matters of religion or policy, or governance'. An
exemption is granted for books ordinarily used in universities
or schools. The Master and Wardens of the Stationers’
Company are ‘straitly’ commanded to be obedient to the
Injunction. The commission here referred to was not one
of those entrusted with the diocesan visitations, but a more
permanent body sitting in London itself, which came to be
known as the High Commission. The reference to it in the
Injunction reads like an afterthought, but as the principal
members of this commission were the Archbishop of Canter-
bury and the Bishop of London, there is not so much incon-
sistency between the two forms of procedure laid down as
might at first sight appear. The High Commission was not
in fact yet in existence when the Injunctions were issued, but
it was constituted under a patent of 19 July 1559, and was
renewed from time to time by fresh patents throughout the
reign.! The original members, other than the two prelates,
were chiefly Privy Councillors, Masters of Requests, and other
lawyers. The size of the body was considerably increased by
later patents, and a number of divines were added. The
patent of 1559 conferred upon the commissioners a general
power to exercise the royal jurisdiction in matters ecclesiastical.
It does not repeat in terms the provisions for the ‘ allowing’
of books contained in the Injunctions, but merely recites
that ‘divers seditious books’' have been set forth, and
empowers the commissioners to inquire into them.

The Injunctions and the Commission must be taken as
embodying the official machinery for the licensing of books
up to the time of the well-known Star Chamber order of
1586, although the continued anxiety of the government
in the matter is shown by a series of proclamations and orders
which suggest that no absolutely effective method of suppress-
ing undesirable publications had as yet been attained.?

t App. D, No. xiii.

* Procl. 638, 656, 659, 687, 688, 702, 740, 752, 775 ; Arber, i. 430, 452,
453, 461, 464, 474, 502 ; cf. McKerrow, xiii. A draft Bill by Willlam
Lambarde prepared in 1577-80 for the establishment of a mixed body
of ecclesiastics and lawyers as Governors of the English Print (Arber,
ii. 751) never became law.
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Mr. Pollard, who regards the procedure contemplated by the
Injunctions as ‘impossible’, believes that in practice the
Stationers’ Company, in ordinary cases, itself acted as
a licensing authority.! Certainly this is the testimony, as
regards the period 1576-86, of a note of Sir John Lambe,
Dean of the Arches, in 1636, which is based wholly or in part
upon information derived from Felix Kingston, then Master
of the Company.? Kingston added the detail that in the case
of a divinity book of importance the opinion of theological
experts was taken. Mr. Pollard expresses a doubt whether
Lambe or Kingston had much evidence before them other
than the registers of the Company which are still extant,
and to these we are in a position to turn for confirmation
or qualification of their statements.® Unfortunately, the
ordinances or constitutions under which the master and
wardens acted from the time of the incorporation have not
been preserved, and any additions made to these by the
Court of Assistants before the Restoration have not been
printed* We have some revised ordinances of 1678-82,
and these help us by recording as of ‘ancient usage’ a
practice of entering all publications, other than those under
letters patent, in ‘the register-book of this company '.5

! Pollard, Sk. F. 15; F. and Q. 4. Mr. Pollard stresses the difficulty
of obtaining the hands of six Privy Councillors. Perhaps this 1s somewhat
exaggerated. Six was the ordinary quorum of that body, which sat several
times a week, while many of its members resided in court, were available
for signing documents daily, and did in fact sign, in sixes, many, such as
warrants to the Treasurer of the Chamber, of no greater moment than
licences (cf. ch. 1i). The signatures were of course ministerial, and would
be given to a licence on the report of an expert reader. In any case the
Injunction provides alternatives.

3 Arber, iii. 690; Pollard, Sh. F. 23, ‘ From 19° Elizabethe [1576—7]
till the Starre-chamber Decree 28° Elizabeth [1586], many were licensed
by the Master and Wardens, some few by the Master alone, and some
by the Archbishop and more by the Bishop of London. The like was
in the former parte of the Quene Elizabeth’s time. They were made
a corporacon but by P. and M. Master Kingston, y¢ now master, sayth
that before the Decree the master and wardens licensed all, and that
when they had any Divinity booke of muche importance they would take
the advise of some 2 or 3 ministers of this towne '

* The references in the following notes, unless otherwise specified, are
to the vols. and pages of Arber’s Transcript.

¢ i. 106 ; ii. 879.

' i, 17, ‘No member or members of this Company shall hereafter
knowingly imprint or cause to be imprinted any book, pamphlet, por-
traicture, picture or paper whereunto the law requires a license, without
such license as by the law is directed for the imprinting of the same
(1678) ’; 22, ‘ By ancient usage of this company, when any book or copy
is duly entred in the register book of this company, to any member or
members of this company, such person to whom such entry is made, is,



164 PLAYS AND PLAYWRIGHTS

It is in fact this register, incorporated from 1557 to 1571 in the
annual accounts of the wardens and kept from 1576 onwards
as a subsidiary book by the clerk, which furnishes our principal
material. During 1557-71 the entries for each year are
collected under a general heading, which takes various
forms. In 1557-8 it is ‘ The entrynge of all such copyes as
be lycensed to be prynted by the master and wardyns of
the mystery of stacioners'; in 1558-9 simply ‘ Lycense for
pryntinge’; in 1559-60, for which year the entries are
mixed up with others, ‘Receptes for fynes, graunting of
coppyes and other thynges’; in 1560-1 ‘ For takynge of
fynes for coppyes’. This formula lasts until 1565-6, when
* The entrynge of coopyes’ takes its place. The wording of
the individual entries also varies during the period, but
generally it indicates the receipt of a money payment in
return for a license.? In a very few cases, by no means
always of divinity books, the licence is said to be ‘by’, or
the licence or perhaps the book itself, to be ‘authorized ’ or
‘allowed’ or ‘perused’ or ‘appointed’ by the Bishop of
London ; still more rarely by the Archbishop of Canterbury
or by both prelates; once by the Archbishops of Canterbury
and York; once by the Council.?

and always hath been reputed and taken to be proprietor of such book
or copy, and ought to have the sole printing thereof (1681)°'; 26, ‘It
hath been the ancient usage of the members of this company, for the
printer or printers, publisher or publishers of all books, pamphlets, ballads,
and papers, (except what are granted by letters pattents under the great
seal of England) to enter into the publick register-book of this company,
remaining with the clerk of this company for the time being, in his or
their own name or names, all books, pamphlets, ballads, and papers what-
soever, by him or them to be printed or published, before the same book,
pamphlet, ballad, or paper is begun to be printed, to the end that the
printer or publisher thereof may be known, to justifie whatsoever shall
be therein contained, and have no excuse for the printing or publishing
thereof (1682) .

! Typical examples are i. 75 (1557-8), ‘ To master John Wally these
bokes called Welth and helthe, the treatise of the firere and the boy,
stans puer ad mensam, another of youghte charyte and humylyte, an
a. b. c. for cheldren in englesshe with syllabes, also a boke called an
hundreth mery tayles ij8’; 77 (1557-8), ‘' To Henry Sutton to prynte
an enterlude vpon the history of Jacobe and Esawe out of the xxvij
chapeter of the fyrste boke of Moyses called Genyses and for his lycense
he geveth to the howse iiij4’; 128 (1559-60), ‘ Recevyd of John Kynge
for his lycense for pryntinge of these copyes Lucas urialis, nyce wanton,
impaciens poverte, the proude wyves pater noster, the squyre of low
degre and syr deggre graunted ye x of June anno 1560 ij8’'. The last
becomes the normal form, but without the precise date.

% i, 155, 177, 204, 205, 208, 209, 231, 263, 268, 269, 272, 299, 302, 308,
312, 334, 336, 343, 378, 382, 385, 398, 399, 415. It is possible that the
wardens, intent on finance. did not always transcribe into their accounts
notes of authorizations. Only half a dozen of the above are ascribed to
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Richard Collins, on his appointment as Clerk of the Com-
pany in 1575, records that one of his duties was to enter
‘lycences for pryntinge of copies’ and one section of his
register is accordingly devoted to this purpose.l It has no
general heading, but the summary accounts of the wardens
up to 1596 continue to refer to the receipts as ‘ for licencinge
o}) copies .2 The character of the individual entries between
1576 and 1586 is much as in the account books. The name of
a stationer is given in the margin and is followed by some
such formula as ‘ Receyved of him for his licence to prynte’
or more briefly ‘ Lycenced vnto him’, with the title of the
book, any supplementary information which the clerk
thought relevant, and a note of the payment made. Occasional
alternatives are ‘Allowed’, ‘ Admitted’, ‘ Graunted’ or
‘ Tolerated ' ‘ vnto him’, of which the three first appear to
have been regarded as especially appropriate to transfers
of existing copyrights; 2 and towards the end of the period
appears the more important variant ‘ Allowed vnto him for
his copie’'# References to external authorizers gradually
become rather more frequent, although they are still the
exception and not the rule; the function is fulfilled, not only
by the bishop, the archbishop, or the Council, but also upon
occasion by the Lord Chancellor or the Secretary, by individual
Privy Councillors, by the Lord Mayor, the Recorder or the
Remembrancer of the City, and by certain masters and doctors,
who may be the ministers mentioned by Felix Kingston,
and who probably held regular deputations from a proper
ecclesiastical authority as ‘ correctors’ to the printers.® It is
certain that such a post was held in 1571 by one Talbot,
a servant of the Archbishop of Canterbury. On the other
hand the clerk, at first tentatively and then as a matter of

the archbishop, yet a mention of ‘ one Talbot, servant of the archbishop
of Canterbury, a corrector to the printers ’ in an examination relative to
the Ridolfi plot (Haynes-Murdin, ii. 30) shows that he had enough work
in 1571 to justify the appointment of a regular deputy.

! ii. 35, 301. Collins remained clerk to 1613, when he was succeeded
by Thomas Mountfort, who became a stationer (McKerrow, 196), and is
of course to be distinguished from the prebendary of Paul’s and High
Commissioner of a similar name, who acted as ‘ corrector ’ (cf. p. 168).

*i. 451599, *ii. 302, 359, 371, 377, 378, 414, &c. 4 il 440, 444.

% ii. 334, ‘ vnder the hande of Master Recorder '; 341, ‘ vnder thandes
of Doctour Redman and the wardens’; 342, ‘ marter Recorder and the
wardens ’; 346, ‘ the lord maiour and the wardens’; 357, ‘ sub manibus
comitum Leicester et Hunsdon ’; 372, ‘ master Crowley ’; 375, ‘ master
Vaughan ’; 386, ‘ master Secretary Wilson ’; 403, ‘ master Thomas Norton
[Remembrancer] ’; 404, ‘ the Lord Chancellor ’; 409, ‘ master Cotton ’;
417, ‘' by aucthoritie from the Counsell ’; 434, 435, ‘ pervsed by master
Crowley ’; 447, ‘ master Recorder ’. For Talbot, cf. supra.
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regular practice, begins to record the part taken by the
master and wardens. The first example is a very explicit
entry, in which the book is said to be ‘ licensed to be printed ’
by the archbishop and ‘alowed' by the master and a
warden.! But the formula which becomes normal does not
dwell on any differentiation of functions, and merely states
the licence as being ‘under the hands of ' the wardens or
of one of them or the master, or of these and of some one who
may be presumed to be an external corrector. To the precise
significance of ‘ under the hands of ' I must return. Increased
caution with regard to dangerous books is also borne witness
to during this period by the occasional issue of a qualified
licence. In 1580 Richard Jones has to sign his name in the
register to a promise ‘to bring the whole impression’ of
The Labyrinth of Liberty ‘ into the Hall in case it be disliked
when it is printed .2 In 1583 the same stationer undertakes
‘ to print of his own perill .3 In 1584 it is a play which is thus
brought into question, Lyly’'s Sapho and Phao, and Thomas
Cadman gets no more than ‘ yt is graunted vnto him yat yf
he gett ye commedie of Sappho laufully alowed vnto him,
then none of this cumpanie shall interrupt him to enjoye
yt’'. Other entries direct that lawful authority must be
obtained before printing, and in one case there is a specific
reference to the royal Injunctionst Conditions of other
kinds are also sometimes found in entries; a book must be

rinted at a particular press, or the licence is to be voided
if it prove to be another man's copy.® The caution of the
Stationers may have been motived by dissatisfaction on the
part of the government which finally took shape in the issue
of the Star Chamber order of 23 June 1586. This was a result
of the firmer policy towards Puritan indiscipline initiated by
Whitgift and the new High Commission which he procured
on his succession to the primacy in 1583.% It had two main

1 ji, 304; cf. ii. 447 (1586), ‘' Entred by commaundement from master
Barker in wrytinge vnder his hand. Aucthorised vnder the Archbishop
of Canterbury his hand ’. ‘ Licenced ’, as well as ‘ authorised ’ or ‘ alowed °’,
now sometimes (ii. 307, 447) describes the action of a prelate or corrector.

* ii. 366. * ii. 428.

¢ ii. 424, ‘ alwaies provided that before he print he shall get the bishop
of London his alowance to yt’; 424, ‘upon condicon he obtaine the
ordinaries hand thereto ’; 429, ‘provyded alwaies and he is enioyned to
gett this booke laufully alowed before he print yt’; 431, ‘ yt is granted
vanto him that if he gett the card of phantasie lawfullie alowed vato him,
that then he shall enioye yt as his owne copie ’; 431, ‘so it be or shalbe by
laufull aucthoritie lycenced vanto him ’; 444, ‘ to be aucthorised accordinge
to her maiesties Iniunctions’. The wardens’ hands are not cited to any of
these conditional entries. % ii. 307, 308, 336, 353, 430, 438, 439.

¢ App. D, No. Ixxvii; cf. Strype, Life of Whitgift, i. 268 ; Pierce,
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objects. One, with which we are not immediately concerned,
was to limit the number of printers and their presses; the
other, to concentrate the censorship of all ordinary books,
including plays, in the hands of the archbishop and the
bishop. It is not clear whether the prelates were to act in
their ordinary capacity or as High Commissioners ; anyhow
they had the authority of the High Commission, itself backed
by the Privy Council, behind them. The effect of the order
is shown in a bustle amongst the publishers to get on to the
register a number of ballads and other trifles which they had
hitherto neglected to enter, and in a considerable increase in
the submissions of books for approval, either to the prelates
themselves, or to persons who are now clearly acting as ecclesi-
astical deputies.! On 30 June 1588 an official list of deputies
was issued by the archbishop, and amongst these were several
who had already authorized books before and after 1586.
These deputies, and other correctors whose names appear
in the register at later dates, are as a rule traceable as
episcopal chaplains, prebendaries of St. Paul’s, or holders
of London benefices.2 Some of them were themselves

Introduction to Mar Prelate Tracts, 74. Confirmations and special con-
demnations of offending books are in Procl. 802, 812, 1092, 1362, 1383
(texts of two last in G. W. Prothero, Select Statutes, 169, 395).

! ii, 459, ‘ Master Hartwell certifying it to be tollerated’; 460, ‘ authorised
or alowed as good vnder thand of Doctour Redman &c’; 461, ‘ certified
by Master Hartwell to be alowed leavinge out the ij staues yat are crossed ',
464, ‘ master Crowleys hand is to yt, as laufull to be printed ’; 475,
‘ aucthorised by tharchbishop of Canterbury as 1s reported by Master
Cosin’; 479, ‘ which as master Hartwell certifyithe by his hande to the
written copie, my Lordes grace of Canterbury is content shall passe with-
out anie thinge added to yt before i1t be pervsed ’; 487, ‘sett downe as
worthie to be printed vnder thand of Master Gravet’; 489, ‘ Master
Crowleys hand is to yt testyfying it to be alowable to ye print’; 491,
‘ vnder the Bishop of London, Master Abraham Fraunce, and the wardens
hands’; 493, ‘ Master Hartwells hand beinge at the wrytten copie testi-
fyinge his pervsinge of the same '; 493, ‘ alowed vnder Dr Stallers hand as
profitable to be printed ’, &c.

8 Lambe notes (iii. 690) in 1636 that on 30 June 1588, ‘ the archbishop
gave power to Doctor Cosin, Doctor Stallard, Doctor Wood, master Hart-
well, master Gravett, master Crowley, master Cotton, and master Hutchin-
son, or any one of them, to license books to be printed: Or any 2 of
those following master Judson, master Trippe, master Cole and master
Dickens ’, It will be observed that most of the first group of these had
already acted as ‘ correctors ’, together with William Redman and Richard
Vaughan, chaplains respectively to Archbishop Grindal and Bishop Aylmer.
William Hutchinson and George Dickens were also chaplains to Aylmer.
Hutchinson was in the High Commission of 16or. Richard Cosin was
Dean of the Arches and a High Commissioner. Abraham Hartwell was
secretary and Cole chaplaih (Arber, ii. 494) to Archbishop Whitgift.
Hutchinson, William Gravett, William Cotton, and George Dickins were or
became prebendaries of St.Paul’s. Thomas Stallard was rector of All Hallows’
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members of the High Commission. Occasionally laymen were
appointed.! The main work of correction now fell to these
officials, but books were still sometimes allowed by the
archbishop or bishop in person, or by the Privy Council or
some member of that body.

The reaction of the changes of 1586-88 upon the entries in
the register is on the whole one of degree rather than of
kind. Occasionally the wording suggests a differentiation
between the functions of the wardens and those of the
ecclesiastical licensers, but more often the clerk contents
himself with a mere record of what ‘ hands ’ each book was
under.? Some shifting of the point of view is doubtless
involved in the fact that ‘ Entered vnto him for his copie’
and ‘ Allowed vnto him for his copie’ now become the normal
formulas, and by 1590-1 ‘Licenced vnto him' has disap-
peared altogether.® But a great number of books, including
most ballads and pamphlets and some plays, are still entered
without note of any authority other than that of the wardens,
and about 1593 the proportion of cases submitted to the
ecclesiastical deputies sensibly begins to slacken, although the
continuance of conditional entries shows that some caution
was exercised. An intervention of the prelates in 1599
reversed the tendency again.® As regards plays in particular,

and St. Mary’s at Hill; Henry Tripp of St. Faith’s and St. Stephen’s,
Walbrook. Most of this information is from Hennessy. Crowley was
presumably Robert Crowley, vicar of St. Giles, Cripplegate, and himself
a stationer, although his activity as a Puritan preacher and pamphleteer
makes his appointment an odd one for Whitgift. Moreover, he died on
18 June 1588. There may have been two Robert Crowleys, or the arch-
bishop’s list may have been drawn up earlier than Lambe dates it.

1 Amongst the correctors who appear later in the Register are Richard
Bancroft, John Buckeridge, and Michael Murgatroyd, secretaries or chap-
lains to Whitgift, Samuel Harsnett, William Barlow, Thomas Mountford,
John Flower, and Zacharias Pasfield, prebendaries of St. Paul’s, William
Dix, Peter Lyly, chaplain of the Savoy and brother of the dramatist, Lewis
Wager, rector of St. James's, Garlickhithe, and dramatist, John Wilson,
and Gervas Nidd. Mountford and Dix were in the High Commission of
1601. Ihave not troubled to trace the full careers of these men in Hennessy
and elsewhere. Thomas Morley (Arber, iii. 93) and William Clowes (ii. 80)
seem to have been applied to as specialists on musical and medical books
respectively.

 ii. 463, 464, 508, 509, ‘ Alowed by the Bishop of London vnder his
hand and entred by warrant of Master [warden] Denhams hand to the
copie .

¥ A typical entry is now

‘ xiiito die Augusti [1590].
Richard Jones. Entred vnto him for his Copye The twooe commicall
discourses of Tomberlein the Cithian shepparde vnder the handes of Master
Abraham Hartewell and the Wardens. vji.’
¢ iii. 677. A number of satirical books were condemned by name to
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the wardens received a sharp reminder, ‘ that noe playes be
printed except they be allowed by suche as haue authority ’;
and although they do not seem to have interpreted this as
requiring reference to a corrector in every case, conditional
entries of plays become for a time numerous.! They stop
altogether in 1607, when the responsibility for play correc-
tion appears to have been taken over, presumably under an

be burnt, and direction given to the master and wardens, ‘ That no
Satyres or Epigrams be printed hereafter ; That noe Englishe historyes
be printed excepte they bee allowed by some of her maiesties privie
Counsell ; That noe playes be printed excepte they bee allowed by suche
as haue aucthoritie ; That all Nasshes bookes and Doctor Harvyes bookes
be taken wheresoeuer they maye be found and that none of theire bookes
be euer printed hereafter ; That thoughe any booke of the nature of theise
heretofore expressed shalbe broughte vnto yow vnder the hands of the
Lord Archebisshop of Canterburye or the Lord Bishop of London yet the
said booke shall not be printed vntill the master or wardens haue acquainted
the said Lord Archbishop or the Lord Bishop with the same to knowe
whether it be theire hand or no’.

! Hunting of Cupid (R. Jones, 26 July 1591), ‘ provyded alwayes that
yf yt be hurtfull to any other copye before lycenced, then this to be
voyde ' ; Merchant of Venice (J. Robertes, 22 July 1598), ‘ prouided, that
yt bee not prynted by the said James Robertes or anye other whatsoeuer
without lycence first had from the Right honorable the lord chamberlen ' ;
Blind Beggar of Alexandria (W. Jones, 15 Aug. 1598), ‘ vppon condicion
that yt belonge to noe other man’; Spanish Tragedy (transfer from
A. Jeffes to W. White, 13 Aug. 1599), ‘saluo iure cuiuscunque ' ; Cloth
Breeches and Velvet Hose (J. Robertes, 27 May 1600), ‘ prouided that he
is not to putt it in prynte without further and better aucthority’;
A Larum for London (J. Robertes, 29 May 1600), ‘ prouided that
yt be not printed without further aucthoritie’; Amntonio and Mellsda
(M. Lownes and T. Fisher, 24 Oct. 1601), ‘ prouided that he gett
laufull licence for yt ’; Satiromastix (J. Barnes, 11 Nov. 1601), ‘ vppon
condicon that yt be lycensed to be printed’; Troilus and Cressida
(J. Robertes, 7 Feb. 1603), ‘ to print when he hath gotten sufficient
aucthoritie for yt’; When You See Me, You Know Me (N. Butter,
12 Feb. 1605), ‘ vf he gett good alowance for the enterlude of King
Henry the 8th before he begyn to print it. And then procure the
wardens handes to yt for the entrance of yt: He is to haue the same
for his copy’'; Westward Hoe (H. Rocket, 2 March 1605), ‘ prouided
yat he get further authoritie before yt be printed' (entry crossed
out, and marked ‘ vacat ') ; Dutch Courtesan (J. Hodgets, 26 June 1605),
‘ provyded that he gett sufficient aucthoritie before yt be prynted’
(with later note, ‘ This is alowed to be printed by aucthoritie from Master
Hartwell ') ; Sir Giles Goosecap (E. Blount, 10 Jan. 1606), ‘ prouided that
yt be printed accordinge to the copie wherevnto Master Wilsons hand ys
at’'; Fawn (W. Cotton, 12 March 1606), ‘ provided that he shall not put
the same in prynte before he gett alowed lawfull aucthoritie '; Fleire
(J. Trundle and J. Busby, 13 May 1606), ‘ provided that they are not to
printe yt tell they bringe good aucthoritie and licence for the doinge
thereof ' (with note to transfer of Trundle’s share to Busby and A. Johnson
on 21 Nov. 1606, ‘ This booke is aucthorised by Sir George Bucke Master
Hartwell and the wardens ’).
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arrangement with the prelates, by the Master of the Revels.?
Henceforward and to the end of Buck’s mastership, nearly
all play entries are under the hands not only of the wardens,
but of the Master or of a deputy acting on his behalf. Mean-
while, for books other than plays, the ecclesiastical authority
succeeded more and more in establishing itself, although even
up to the time of the Commonwealth the wardens never
altogether ceased to enter ballads and such small deer on their
own responsibility.

A little more may be gleaned from the ‘ Fynes for breakinge
of good orders ’, which like the book entries were recorded by
the wardens in their annual accounts up to 1571 and by the
clerk in his register from 1576 to 1605.2 But many of these
were for irregularities in apprenticeship and the like, and
where a particular book was concerned, the book is more often
named than the precise offence committed in relation to it.
The fine is for printing ‘ contrary to the orders of this howse ’,
‘ contrary to our ordenaunces’, or merely °‘disorderly’.
Trade defects, such as ‘stechyng’ of books, are sometimes
in question, and sometimes the infringement of other men’s
copies.? But the character of the books concerned suggests
that some at least of the fines for printing ¢ without lycense ’,
‘without aucthoritie’,  without alowance’, ‘ without entrance’,
‘ before the wardyns handes were to yt' were due to breaches
of the regulations for censorship, and in a few instances the
information is specific4 The book is a ‘lewde’ book, or
‘ not tolerable ’, or has already been condemned to be burnt,
or the printing is contrary to ‘ her maiesties prohibicon’ or
‘ the decrees of the star chamber’.® More rarely a fine was
accompanied by the sequestration of the offending books,
or the breaking up of a press, or even imprisonment. In
these cases the company may have been acting under stimulus

! Buck's hand first appears to Claudius Tiberius Nero (10 Mar. 1607),
and thereafter to all London (but not Unmiversity) plays up to his madness
in 1622, except Cupid's Whirligig (29 June 1607), which has Tilney’s,
Yorkshire Tragedy (2 May 1608), which has Wilson's, some of those between
4 Oct. 1608 and 10 March 1609, which have Segar’s, who is described as
Buck’s deputy, and Honest Lawyer (14 Aug. 1615), which has Taverner’s.

3 i. 45, 69, 93, 100, &c.; ii. 821, 843. In 1558-9, only, the heading is
‘ Fynes for defautes for Pryntynge withoute lycense '.

? See the case of Jeffes and White in 1593 given in ch. xxiii, s.v. Kyd,
Spanish Tragedy.

¢ i. 93, 100; ii. 853 (21 Jan. 1583), ‘ This daye, Ric. Jones is awarded
to paie x® for a fine for printinge a thinge of the fall of the gallories at
Paris Garden without licence and against commandement of the Wardens.
And the said Jones and Bartlet to be committed to prison viz Bartlet
for printing it and Jones for sufferinge it to be printed in his house ’.

b ii, 824, 826, 832, 837, 849, 851.
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from higher powers; in dealing with a culprit in 1579, they
direct that ‘ for his offence, so farre as it toucheth ye same
house only, he shall paye a fine '.2

Putting together the entries and the fines, we can arrive
at an approximate notion of the position occupied by the
Stationers’ Company as an intermediary between the indivi-
dual stationers and the higher powers in Church and State.
That it is only approximate and that many points of detail
remain obscure is largely due to the methods of the clerk.
Richard Collins did not realize the importance, at least to the
future historian, of set diplomatic formulas, and it is by no
means clear to what extent the variations in the phrasing
of his record correspond to variations in the facts recorded.
But it is my impression that he was in substance a careful
registrar, especially as regards the authority under which his
entries were made, and that if he did not note the presence
in any case of a corrector’s ‘ hand ’ to a book, it is fair evidence
that such a hand was not before him. On this assumption
the register confirms the inference to be drawn from the
statements of Lambe and Kingston in 1636, that before
1586 the provision of the Injunctions for licensing by the
High Commission for London was not ordinarily operative,
and that as a rule the only actual licences issued were those
of the Stationers’ Company, who used their own discretion
in submitting books about which they felt doubtful to the
bishop or the archbishop or to an authorized corrector.?
That books licensed by the Company without such reference
were regarded as having been technically licensed under the
Injunctions, one would hesitate to say. Licence is a fairly
general term, and as used in the Stationers’ Register it does
not necessarily cover anything more than a permit required
by the internal ordinances of the Company itself. Certainly
its officials claimed to issue licences to its members for other
purposes than printing.? What Lambe and Kingston do not
tell us, and perhaps ought to have told us, is that, when the
master and wardens did call in the assistance of expert
referees, it was not to ‘ ministers ' merely chosen by them-
selves that they applied, but to official correctors nominated
by the High Commission, or by the archbishop or bishop on

! ii. 850.

' Thest&stimony only relates strictly to the period 157686, which is
nearly coincident with the slack ecclesiastical rule of Archbishop Grindal
(1576-83). Parket (1559-75) may have been stricter, as Whitgift (1583~
1604) certainly was.

3 i. 95, ‘ Master Waye had lycense to take the lawe of James Gonnell

for a sarten dett due vnto hym ’; 101, ‘ Owyn Rogers for . . . kepynge
of a forren with out lycense ys fyned ’.
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its behalf. Nor must it be supposed that no supervision of the
proceedings of the company was exercised by the High Com-
mission itself. We find that body writing to the Company
to uphold a patent in 1560.! It was upon its motion in 1566
that the Privy Council made a Star Chamber order calling
attention to irregularities which had taken place, and directing
the master and wardens to search for the offenders.? And its
authority, concurrent with that of the Privy Council itself,
to license books, is confirmed by a letter of the Council to the
company in 15702 So much for the period before 1586.
Another thing which Lambe and Kingston do not tell us, and
which the register, if it can be trusted, does, is that the
effective change introduced by the Star Chamber of that year
was only one of degree and not of kind. It is true that
an increasing number of books came, after one set-back, to be
submitted to correctors; that the clerk begins to lay em-
phasis in his wording upon entrance rather than upon licence :
that there are some hints that the direct responsibility of the
wardens was for a kind of ‘allowance’ distinct from and
supplementary to that of censorship. But it does not appear
to be true that, then or at any later time, they wholly refused
to enter any book except after taking cognizance of an
authority beyond their own.

In fact the register, from the very beginning, was not
purely, or perhaps even primarily, one of allowances. It hadtwo
other functions, even more important from the point of view
of the internal economy of the Company. It was a fee-book,
subsidiary to the annual accounts of the wardens, and
showing the details of sums which they had to return in those
accounts.® And it was a register of copyrights. A stationer

1 i, 62. * i, 322.

3 v. Ixxvi, ‘ we do will and commande yowe that from hence forthe
yowe suffer neither booke ballett nor any other matter to be published . . .
until the same be first seene and allowed either by us of her Mtes pryvie
ﬁugﬁl’ or by thee [sic] Commissioners for cawses ecclesyastical there at

n .

¢ The fee seems at first to have been 4d. for ‘ entraunce ’ (i. 94), with
a further sum for books above a certain size at the rate of ‘ euery iij leves
a pannye’ (i. 97); plays ran from 4d. to 12d. But from about 1582
plays and most other books are charged a uniform fee of 6d., and only
ballads and other trifles escape with 4d. Payments were sometimes in
arrear ; often there is no note of fee to a title; and in some of these
cases the words ‘ neuer printed ' have been added. On the other hand,
the receipt of fees is sometimes recorded, and the title remains unentered ;
at the end of the entries for 15856 (ii. 448) is a memorandum that one
of the wardens ‘ brought in about iiij® moore which he had receved for
copies yat were not brought to be entred intp the book this yere’. A
similar item is in the wardens’ accounts for 1592-3 (i. 559). Fees were
charged for entries of transferred as well as of new copies.



- THE PRINTING OF PLAYS 173

brought his copy to the wardens and paid his fee, in order
that he might be protected by an official acknowledgement
of his interest in the book against any infringement by a trade
competitor, No doubt the wardens would not, and under the
ordinances of the company might not, give this acknowledge-
ment, unless they were satisfied that the book was one which
might lawfully be printed. But copyright was what the
stationer wanted, for after all most books were not dangerous
in the eyes even of an Elizabethan censorship, whereas there
would be little profit in publishing, if any rival were at liberty to
cut in and reprint for himself the result of a successful specula-
tion. It is a clear proof of this that the entrances include, not
only new books, but also those in which rights had been
transferred from one stationer to another.! Obviously no
new allowance by a corrector would be required in such cases.
And as regards copyright and licence alike, the entry in the
register, although convenient to all concerned, was in itself
no more than registration, the formal putting upon record
of action already taken upon responsible authority. This
authority did not rest with the clerk. In a few cases, indeed,
he does seem to have entered an unimportant book at his
own discretion.? But his functions were really subordinate
to those of the wardens, as is shown by his practice from
about 1580, of regularly citing the ‘ hands’ or signed direc-
tions of those officers, as well as of the correctors, upon which
he was acting. These ‘ hands ' are not in the register, and
there is sufficient evidence that they were ordinarily endorsed
upon the manuscript or a printed copy of the book itself.3

! Various formulae are used, such as ‘ assigned vnto him ’ (ii. 310, 351),
‘ turned ouer to him ’ (ii. 369), ‘ putt ouer vnto him ' (ii. 431), ‘ sold and
sett ouer vnto him ' (ii. 350), ‘ which he affyrmeth yat he bought of’
(ii. 351), ‘ by assent of ' (ii. 415), ‘ by thappointment of ° (ii. 667), ‘ by
the consent of ’ (ii. 608), ‘ which he bought of ’ (ii. 325), &c. A transfer
of * plaiebookes ’ from Sampson Awdeley to John Charlewood on 15 Jan.
1582 (ii. 405) included, besides two plays, Youth and Impatient Poverty,
which had been formerly registered, four others, Weather, Four Ps, Love,
and Hickscorner, which had been printed before the Register came into
existence. I suppose that Charlwood secured copyright in these, but was
there any copyright before the entry of 1582 ?

% ii. 377, ‘ Tollerated vnto him but not vnder the wardens handes’,
472, * beinge broughte to enter by John Woulf without the wardens handes
to the copy’. Even in the seventeenth century ballads are sometimes
entered without any citation of hands, and in 1643 it was the clerk and
not the wardens whom Parliament authorized to license ‘ small pamphletts,
portratures, pictures, and the like * (v. liv).

% §i. 365, ‘ Translated by a French copie whereat was the bishop of
Londons hand and master Harrisons ’; 440, ‘ by commaundement from
master warden Newbery vnder his own handwrytinge on the backside of
ye wrytten copie ’; 443, ‘ vnder his hand to the printed copie ’; 449, ‘ by
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Exceptionally there might be an oral direction, or a separate
letter or warrant of approval, which was probably preserved
in a cupboard at the company’s hall.! Here too were kept
copies of prints, although not, I think, the endorsed copies,
which seem to have remained with the stationers.? I take it
that the procedure was somewhat as follows. The stationer
would bring his book to a warden together with the fee or
some plausible excuse for deferring payment to a later date.
The warden had to consider the questions both of property
and of licence. Possibly the title of each book was published
in the hall, in order that any other stationer who thought
that he had an interest in it might make his claim.3 Cases of
disputed interest would go for determination to the Court of
Assistants, who with the master and wardens for the year
formed the ultimate governing body of the company, and had
power in the last resort to revoke an authority to print
already granted.* But if no difficulty as to ownership arose,

warrant of master warden Bisshops hand to the former copie printed
anno 1584 '; 449, ' by warrant of master warden Bishops hand to the
wrytten copie ’; 457, ‘ by warrant of the wardens handes to thold copie ’;
521, ‘ with master Hartwelles hand to the Italyan Booke ’; 534, ‘ alowed
vnder master Hartwelles hand, entred by warrant of the subscription of
the wardens ’, &c.

1 ji. 434, ‘ entred vpon a special knowen token sent from master warden
Newbery ’; 437, ‘ allowed by tharchbishop of Canterbury, by testymonie
of the Lord Chenie’; 460, ‘ by the wardens appointment at the hall ’;
504, ‘ by warrant of a letter from Sir Ffrauncis Walsingham to the master
and wardens of the Cumpanye ’'; 523, ‘alowed by a letter or note vnder
master Hartwelles hand’; 524, ‘reported by master Fortescue to be alowed
by the archbishop of Canterbury ’; 633, ‘' The note vnder master Justice
Ffenners hand is layd vp in the wardens cupbord’; iii. 160, ‘ John Hardie
reporteth that the wardens are consentinge to thentrance thereof ’, &c.

% An inventory of 1560 (i. 143) records ‘ The nombre of all suche Copyes
as was lefte in the Cubberde in our Counsell Chambre at the Compte . . .
as apereth in the whyte boke for that yere . . . xliiij. Item in ballettes
. .. vije iiij* and xvj’'. From 1576 to 1579 ‘and a copie ’ is often added
to the notes of fees. The wardens accounts from 1574 to 1596 (i. 470,
581) regularly recite that they had ‘ deliuered into the hall certen copies
which haue been printed this yeare, as by a particular booke thereof
made appearithe ',

% ii. 452, ' Receaved of him for printinge 123 ballades which are filed
vp in the hall with his name to euerie ballad ’. The order of 1592 about
Dr. Faustus (cf. ch. xxiii) suggests preliminary entry of claims in a Hall
book distinct from the Clerk’s book.

¢ ii. 414, ‘Graunted by the Assistants’; 449, ‘ entred in full court’;
462, ‘ entred in plena curia’; 465, ‘ intratur in curia ’: 477, ‘ by the whole
consent of